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Introduction 
This project consists of a week-long, high school-level unit focused on Lakota beadwork. 
The lessons cover the changes in method and perception over the past two hundred years. After 
tbree days of examining the history of Lakota beadwork, students will analyze the usage of 
Lakota beadwork and the American Indian image within popular culture and American museums. 
I have chosen to focus on these two institutions because they have been the most instrumental in 
shaping the popular understanding of Native American culture. My choice of Lakota beadwork 
can be traced to my first semester of college, when I took "Africa, Oceania, Americas" with 
Professor Aronson. Since then I have taken one course per year on Native American art or 
history. The Lakota resonated with me for their prominent position in American culture as the 
typical Native American, as well as their tribal gender dynamics and role in the tourist art market. 
The widespread use of their image to represent the entire American Indian image made them the 
ideal candidates for studying American Indians through the lens of cultural appropriation. By the 
end of this unit, students will have a firm understanding of Lakota history and the role of 
bead work in their society. Students will also have a preliminary understanding of the terms 
"cultural appropriation" and "cultural hybridity," so they may begin examining their world in a 
more critical light. 
I have often been conscious of my status as a white woman while researching this topic, 
particularly when reading about the female reformers of the early twentieth century. When I 
began, I frequently wondered if it was my place to tell the Lakota story. However, as I 
progressed tbrough the year I realized I would accomplish little ifI dwelled on this. Solving the 
,vrongs of the past will not happen with white guilt; it should start with proactive learning. As a 
future teacher, it is my responsibility to know as much about history as I can. It should not be the 
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burden of every Lakota person to explain their history and culture to every American. We must 
break from the historical precedent in this country that the oppressed need to explain their 
situation to the oppressors. I do not aim to act as the white savior, only to point my students in 
the direction of Native American voices so that every angle of history is examined from multiple 
perspectives. 
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The Faults in Modern History Education 
It should be impossible to teach American history without telling the history of American 
Indians. Unfortunately, American schools have long ignored or misrepresented American Indian 
history. Since their history is integral to the broader history of America, the effort must be put 
forth to remedy this. The way Native Americans have been represented in education has been 
primarily studied via social studies. My proposals are based off of issues in social studies, rather 
than art history, for several reasons. Native American art is not studied below the college level, 
thus, the only knowledge students will have are from history courses. Because a major theme in 
these lessons is the power of representation and the representation of American Indians in 
American society, I found that studying history standards was a firm foundation for my lessons. 
After analyzing specific issues in American history, I have composed a week-long unit that takes 
a more nuanced approach towards teaching American Indian history. Specifically, the unit has 
been constructed for an art history class, focusing on Lakota beadwork and how mainstream 
American museums and American popular culture have treated it. 
In recent years, representations of Native Americans have increased in American 
classrooms, but the quality of their representation remains problematic. This rise in exposure 
began in the 1990s and has risen over the past two decades. The main issue of their 
representation lies in textbooks. Social studies teachers rely heavily on textbooks, which often 
provide the only version of history the student receives. 1 A recent study by Tony R. Sanchez 
analyzed fifteen American history textbooks that are used in public schools. Using a value scale 
between 0 and 5, with 5 as the highest amount of content related to Native American history and 
1 Tony R. Sanchez, "The Depiction of Native Americans in Recent (1991-2004) Secondary 
American History Textbooks: How Far Have We Come?'' Equity & Excellence in Education 40 
(2007): 311. 
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culture, twelve of the books fell under the average or below average category. The most negative 
factors of these books were their omission or superficial and brief treatment of Native American 
history. The history that was present generalized different cultures and tribes into one 
homogenous Native American culture. The history also only focuses on the post-contact period 
and disconnects Native Americans from present history, excluding them from modern society.2 
By using textbooks that follow this treatment, high school history students receive a stereotyped 
version of American Indians that relegates their place to a footnote in history rather than a major 
player. 
The New York Social Studies Education Standards are emblematic of textbook's issues 
on a larger scale. Michael Kent Ward has proposed that social studies curricula on American 
Indian populations are vested in the "interests and perspectives of hegemonic non-Indian 
society."3 Within the New York standards are seventeen units in the yearlong curriculum. Native 
American history is present in six of these: The Constitution, The Constitution Test, Adjusting 
Society to Industrialism, The Great Depression, Containment and Consensus, and The Trend 
Towards Conservatism. Each chapter discusses Native Americans in relation to white settlers 
and the American government, rather than focusing on their perspective. During the chapter on 
Industrialism, they are studied in relation to nature, furthering the stereotype that Native 
Americans are inherently tied to nature. American Indian writings are absent from the list of 
recommended primary sources to use. The last chapters that mention Native Americans take 
place in the 1970s and speak only to their protests.4 While these are significant events in 
2 Sanchez, "Depiction of Native Americans," 314. 
3 Michael Kent Ward, "Teaching Indigenous American Culture and History: Perpetuating 
Knowledge or Furthering Intellectual Colonization?" Journal of Social Sciences 7 (2011): 106. 
4 The State Education Department, "Social Studies Resource Guide with Core Curriculum. 
"New York Standards 
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American history, they portray American Indians as out of touch with modem America, 
enforcing the idea that they do not have a place in our country today. Claims of academic 
legitimacy continue romanticized notions and hold greater authority than the voice of living 
Native Americans. The way that the New York education system has included Native Americans 
in its state curriculum is insufficient and exclusionary. 
I have created six lesson plans that work to remedy the issues discussed so far by 
analyzing history in a more critical manner that is inclusive of First Nations voices. Dedicating 
the main focus to an American Indian art form resolves the issue of underrepresentation. The 
students will read a variety of secondary historic works, Native American writings, and articles 
that reveal time-specific attitudes towards Native American art. By using articles and quotes 
from Native American authors, students read Native American history from their perspective. To 
enhance the multicultural viewpoint, I have utilized Margaret Alison Gibson's fifth approach to 
multicultural education, or, Multicultural Education as the Normal Human Experience. Here, 
education comes from school and socialization. Gibson posits that cultural transmission occurs 
when different sets of people complete a variety of activities with each other, exposing them in 
larger degrees to another's culture. These lessons examine how the dominant white culture has 
silenced Native Americans and defined their society for them, and the ways in which this has 
impacted Native American identity. Additionally, students will study history in relation to 
culture, such as how Native American culture as been appropriated as an "American" culture. 
With these themes, students can use these lessons in and outside of the classroom. In the 
classroom they will study current institutions and popular culture, allowing them to be more 
critical of their visual environment outside of the classroom. With these changes, students will 
receive a more accurate version of history that includes multiple voices. 
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While I am changing the methods used to teach American Indian history, these lessons 
still retain the core values of the New York educations system. The New York Standards include 
eight dimensions that will enrich student learning; intellectual skills, multidisciplinary 
approaches, depth and breadth, unity and diversity, multiculturalism and multiple perspectives, 
patterns to organize data, multiple learning environments and resources, student-centered 
teaching, and learning and assessment. Through analysis of texts, visual analysis of images, and 
class discussions students will heavily engage their intellectual and critical thinking skills. 
Lectures, PowerPoint slides, and written assignments will engage auditory, visual, and tactile 
learners. This unit certainly gives students depth to their knowledge of the Lakota tribe, and 
covers their history from prehistoric times to modern day . The lessons do focus on the unity of 
the tribe, and the later unity of the Pan-Indian Movement, while emphasizing the diversity of 
American Indian culture through discussion of other tribes that have suffered from cultural 
appropriation. As stated above, the written texts give multiple perspectives. The value of 
organizing data takes on a more radical role, as students will attempt to identify systems of 
power. I do use a variety of technologies and resources, but in its current state my lessons engage 
multiple learning environments in a small way. Ifl were to expand this unit to a year, I would 
look into museum trips or having a local tribal member come as a guest speaker. The final value 
includes "in-depth understanding, complex questioning and thinking, and opportunities to 
present conclusions in new ways." Students will have the opportunity to accomplish all of these 
via their written assignments and class discussions. Students will learn an expanded view of 
history that still teaches them state approved skills. 
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Lesson Plans 
Basics of Lakota History and Beadwork 
Objectives: 
• Identify common images, ideas, or stereotypes students associate with American Indians
• Provide a brief geographical overview of the Plains and identification of Lakota
territories
• Identify Sioux and Lakota tribes within Plains tribal hierarchy
• Explain beadwork history and the processes used to accomplish it
• Establish Lakota gender system
• Identify the importance of bead work to Lakota gender roles
Discussion Points: 
• How was beadwork used to structure Lakota female gender roles?
• How did contact with Europeans change beadwork techniques?
• What was the influence of the Lakota lifestyle over the art the Lakota produced?
• Did this lesson change your initial perceptions of American Indians? Were you surprised
by any of this information?
Activity: 
• Activity One (Ten Minutes): Students will create a class list of terms associated with
"Native American." Putting this list in the context of the Zinn reading, students will
discuss the images they hold of American Indians.
• Activity Two (Thirty Minutes): Presentation of a PowerPoint that covers all listed
objectives. Throughout the Power Point students will answer the discussion questions
listed above.
Assignment (to be completed prior to class): 
• Students will read "Columbus, the Indians, and Human Progress" from A People's
History of the United States by Howard Zinn and prepare three discussion points
Assessment: 
• Students will be assessed orally via participation and written completion of discussion
points
8 
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Basics of Lakota History and 
Beadwork 
Who are the Lakota? 
The Sioux nanon 1s dividOO into three dialectic groups; 
- Dakota {Eastern) 
- Nakata [Central) 
- Lakota (Western) 
The seven bands of the 1.Jkota are: 
- Oglala, 
- Hunkpopa 
- Min1con1ou 
- Brute (Sicangu} 
- Blackfoot (Sihasoa) 
- TwoKett!e 
- SansArc 
Women and Embroidery 
"The origin of quillwork, she told him, came from a 
young man who had discovered that his wife and son 
were really buffalo. Out of love, the young man had 
followed his family to their buffalo home. When he 
returned, he gave to the women of his community what 
he had learned during his time among his buffalo family: 
the knowledge of how to prepare buffalo hid robes and 
decorate them with porcupine quills " - David Penney 
Skilled beadwork artists were accepted into guilds 
Those who completed the lsnati Awicalowampi were 
given the honored title of Buffalo Woman 
Lakota Women 
Young women prized for chastity and virtue, 
which led to marriage offers and status 
Able to seek their own goals 
Women owned the family tipi and were able to 
easily divorce their husbands 
Decorating ceremonial objects was a shared task 
The creation of finely decorated objects was 
considered the height of feminine achievement 
Beadwork and Quillwork 
Designs were worked out on soft leather or 
birchbark 
Primarily used the lazy or overlay stitch 
Natural materials were used, including metal, 
stones, and animal parts from the area 
Four sizes of porcupine quills were used, the 
largest from the tail and the smallest from the 
stomach 
Red, black, and yellow dyes were created from 
flowers and fruits 
9 
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The Reservation Era 
Objectives: 
• Identify changes to Lakota society as a result of contact with European colonists
• Introduce the concept of "tourist art"
• Explain the U.S. reservation system and its social, physical, cultural, and
geographical changes for the Lakota tribe
• Visually analyze Lakota beadwork
• Identify individuals and groups who were involved in Native American policy
and the issues that arose from their involvement
• Identify stylistic changes in Lakota art as a result of being placed on reservations
• Examine the effect of the Ghost Dance on Lakota art and society
Discussion Points: 
• How did reservations impact tribal economics and gender roles?
• What symbolic importance did the American flag hold?
• In what ways did Lakota "tourist art" differ from other tribe's "tourist art?"
• What effect did the "tourist art" market have on Lakota beadwork production?
Activity: 
• Forty Minutes: Presentation of PowerPoint and discussion of questions listed
above.
Assignment (to be completed prior to class): 
• Students will read Marsha C. Bol's "Defining Lakota Tourist Art, 1880-1915"
and prepare three discussion points
Assessment: 
• Students will be assessed orally via participation and by the written completion
discussion points
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Changes to Lakota Life 
The Sioux Act passes in 1880, beginning the forced 
removal of Lakota tribes 
Reservation conditions were poor, religious rites were 
banned, and sexual inequality increased 
Made tribe members completely dependent on 
government assistance 
Many everyday objects that supported a nomadic 
lifestyle were rendered obsolete 
Artists faced difficulties getting their traditional 
materials. 
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New Markets 
• Sioux women entered into the world of trade
by creating embroidered objects to sell to
Whites
• Helped ease poor economic situation and
stimulated new artistic methods
• Women's art changed from abstract to
pictorial in order to sell more goods
Main buyers were tourists looking for an
"authentic" souvenir
The Ghost Dance Movement 
• Originated in Nevada at the end of the
1880s
• A prophet declared that following the
Ghost Dance rituals and a pure lifestyle
would rid their lands of the white man
• Seen as a major threat by the U.S.
government and violently put down
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Tourist Art 
Wild West shows and mail-order catalogues were 
major promoters of tourist art 
Places of sale for Lakota works created a 
romanticized view of tribal life, commoditizing it and 
packaging it for a white middle-class audience 
Plains artwork was valued because of its "pureness" 
and dedication to pre-reservation images 
Collectors had strict standards of authenticity, 
desiring objects that were aged or had a famous 
owner 
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Transitions in American Indian Art 
Objectives: 
• Examine how views of American Indian art changed from the 1920s and 1930s to
the 1960s and 1970s
• Examine the 1931 Exposition ofindian Tribal Arts and the implications it had on
the art world
• 
• 
• 
Review The Indian Fashion Show (1942) by Frederic Douglas
Identify the role art dealers and museum workers played in the treatment of
Native American art during the 1960s and 1970s
Examine the motives Americans had behind their "rediscovery" of American
Indian art
Discussion Points: 
• What is Douglas' fashion show an example of?
• How can we define "art?"
• How can we define "authenticity?" What are the harmful implications of this
term?
• During this period white scholars and curators dominate the American Indian art
field. How do you think the American Indian artists felt about this? How might
this influence their work?
• What did American Indian fashion offer the mainstream American audiences?
Activity: 
• Activity One (Twenty Minutes): Presentation of Power Point.
• Activity Two (Twenty Minutes): Students will break into groups of 3-4 and come
up with their own definitions of "art" and "authenticity." After ten minutes the
groups will present their definitions so class definitions can be determined.
Assignment (to be completed prior to class): 
• Students will read reading the following works and prepare 2 discussion points:
o Pages 524-536 from A People's History of the United States by Howard
Zinn
o "The Art of the American Indian" by Hartley Alexander, from The Nation
(May 6, 1931)
• 
o "Indian Fashion Show is Presented Here" from The New York Times
(November 18, 1949)
Students will write a one-paragraph reflection on how "tourist art" and 
"authenticity" fits into the student's understanding of "art." 
Assessment: 
• Students will be assessed orally via participation and completion of written
assignments
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Transitions in American Indian 
Art 
The Exposition of Indian Tribal Arts 
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Hlndian art as art, not ethnology" 
"Native American" 
"Indian" began as a European misconception 
European made tribal names often carried negative 
connotations 
WAmerican Indian" is derived from the Bering Strait Theory. 
Many Native Americans disagree with the Bering Strait Theory, 
as it contradicts many of their religious origin stories. 
"Instead, many such stories deal with the obvious fact that we 
are here and have always been here. When a moment or an 
event happened so long ago that it has ceased to exist in 
collective memory, it then begins to e:idst- as my grandfather 
liked to say- on the other side of memory. In such an instance, 
always becomes a relative factor. And what emerges as a far 
more important factor is first." - Joseph Marshall Ill 
The Indian Fashion Show 
Organized by Frederic Douglas in 1942 at the 
Denver Art Museum 
53 pieces that were created between 1830 and 
19S0 
Douglas thought women were a good audience 
because alt women held an interest in pretty 
clothes regardless of race or culture 
Believed that origin was not important and would 
mix cultures 
- Women are women, so one group's clothes are the 
clothes of all 
Changes in Opinion 
Changes spurred by search for an "authentic" 
national identity 
American Indian cultures were "discovered11 and 
romantically elevated 
The 1960s saw another "rediscovery" of Native 
American history and style 
Feminist movements of the 1980s argued for the 
removal of "fine" and "applied" art classifications 
because they have devalued women's art 
Native American topics became more legitimate 
within academics during the 1990s 
16 
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Activity 
Break into groups of 3 or 4 
As a group, come up with definitions for the 
following terms: 
-Art
- Authenticity 
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Popular Culture 
Objectives: 
• Briefly discuss of the origin of tribal names and the power of naming and defining
something
• Trace the development of Native American art from "tourist art" to its influence
over modem products in advertising, sports logos, and fashion (Forever 21, Urban
Outfitters, H&M)
• Examine how goods made by Native Americans have a long history of being
culturally appropriated
• Define the ideas behind visual culture and how it connects image, knowledge, and
power
Discussion Points: 
• Does visual culture include "fine art?"
• What is cultural appropriation? How might this be harmful?
• Where do we see Native Americans and their influence in popular culture?
• How do dominant cultures shape the images of others?
• Can subordinate cultures appropriate other subordinate cultures or the dominant
culture? How does this differ from appropriation by the dominant culture?
• Is the concept ofhybridity possible?
Activity: 
• Activity One (Twenty Minutes): Presentation of PowerPoint that covers
objectives listed above
• Activity Two (Twenty Minutes): Students will bring in one image of American
Indians from their visual environment. They will be invited to use these images
during a discussion on the use of the American Indian image in popular culture
and cultural appropriation.
Assignment (to be completed prior to class): 
• Students will read "On Becoming Authentic" by Jimmie Durham
• Students will pull one image influenced by American Indians from their visual
environment and be prepared to speak about it in class
Assessment: 
• Students will be assessed on their completion of the assignments and their oral
participation
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Popular Culture 
What is Cultural Appropriation? 
Taking intellectual property, traditional knowledge, 
cultural expressions, or artifacts from someone else's 
culture without permission. This can include 
unauthorized use of another culture's dance, dress, 
music, language, folklore, cuisine, traditional 
medicine, religious symbols, etc. It's most likely to be 
harmful when the source community is a minority 
group that has been oppressed or exploited in other 
ways or when the object of appropriation is 
particularly sensitive, e.g. sacred objects." -Susan 
Scafidi 
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What is Visual Culture? 
Visual culture works towards a social theory of 
visuality, focusing on questions of what is 
made visible, who sees what, how seeing, 
knowing and power are interrelated. It 
examines the act of seeing as a product of the 
tensions between external images or objects1 
and internal thought processes. 
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"There isn't just one Native American culture. There are 
hundreds. And there are millions of Native people. And we're 
being ignored. We're being told that we don't have rights 
over how we are represented in mainstream America. We 
are being told that we should 'get over it' - but the people 
who are saying this don't even know what the issues are. 
When people know of us only as a 'costume,' or something 
you dress up as for Halloween or for a music video, then you 
stop thinking of us as people, and this is incredibly dangerous 
because everyday we fight for the basic human right to live 
our own lives without outsiders determining our fate or 
defining our identities." - Dr. Jessica Metcalfe (Turtle 
Mountain Chippewa from North Dakota} 
http�//www.youtube.com/watch? 
feature=player embedded&v=rPyPLmmtcig 
What is Cultural Hybridity? 
"Traces of other cultures exist in every culture, 
thus offering foreign media and marketers 
transcultural wedges for forging affective links 
between their commodities and local 
communities." -Marwan Kraidy 
"Hybridlty can be seen not as a means of division 
or sorting out the various histories and diverse 
narratives to individualize identities, but rather a 
means of reimagining an interconnected 
collective." -Haj Yazdiha 
Appropriation VS. Appreciation 
"Consider the 3 S's: source, significance (or 
sacredness), and similarity. Has the source community 
either tacitly or directly invited you to share this 
particular bit of its culture, and does the community as 
a whole have a history of harmful exploitation? What's 
the cultural significance of the item - is it just an 
everyday object or image, or is it a religious artifact 
that requires greater respect? And how similar is the 
appropriated element to the original - a literal 
knockoff, or just a nod to a color scheme or 
silhouette?" 
• Fordham University Law professor Susan Scafidi
Museums 
Objectives: 
• Examine the belief that objects must be put into context by means of audio and
video, text panels, and occasionally live presentations within museums
• Examine the example the National Museum of the American Indian (NMAI) has 
set for museology by providing more appropriate methods for storing and 
displaying Native American art 
• Establish the opposing values American Indians and mainstream museums hold in
regards to displaying art
• Identify the growing presence of reservation museums
Discussion Points: 
• How do museums shape our view of art?
• How can mainstream museums and Native American museums work together to
correctly display Native American art?
• How have Western museums acted as a colonizing force?
• What legal aid has the government provided to further the growth of Native
American culture?
• Should mainstream museums return any Native American objects to their
respectful tribes? Why or why not?
Activity: 
• Activity One (Twenty Minutes): Presentation of Power Point that covers
objectives listed above
• Activity Two (Twenty Minutes): Students will divide into two groups for a
debate. One side will be in favor of the idea that mainstream museums are
obligated to help tribal museums and the other side will be opposed to this idea.
Students will be given five minutes to prepare, and each side will be given one
minute to speak at a time.
Assignment (to be completed prior to class): 
• Students will read "Anthropologists and Other Friends" from Custer Died for
Your Sins by Vine Deloria, Jr. and prepare two discussion points
Assessment: 
• Students will be assessed orally through their participation and by the written
completion of the assignment
• Students will complete a short (no longer than one page) reflection on their image
of American Indians and if/how it has changed after this unit
22 
Museums 
Construction of the National Museum 
of the American Indian 
Constructed after the repatriation movement of 
the 1980s and 1990s, which caused museums to 
acknowledge their role as a colonizing force 
During the early 1990s, museum staff members 
traveled Indian Country and consulted with 
communities on their ideas for the museum 
The NMAI tested propositions in smaller 
museums and cultural centers in New York City 
23 
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American Indian Museums 
The first record indicating the desire to open a 
museum was by the Cherokee of Georgia in 1826 
Modern movement of American Indian run 
museums started in the 1960s 
Passage of various laws provided government 
monetary assistance 
Tribal museums, as well as urban pan-Indian 
centers, are used for educational purposes and 
offer cultural heritage services 
Jackie Parson 
"During my many years of creating art, I have never considered 
myself an artist, as all of my work had been commissioned orders. I 
use materials that coincide with the period of the piece, to ensure 
authenticity. l do believe in preserving the past to ensure the 
future, and I choose to do this through my art." 
Sioux Indian Museum 
24 

Demo Lesson 
Objective: 
This demo lesson will survey the themes and topics covered in the five-lesson unit. The 
lesson is to be taught over an eighty-minute period. Since the students will not have the 
opportunity to complete the assigned readings, the lesson will focus primarily on modem 
cultural appropriation so that the students can build a discussion based on their visual 
environment. 
Activities: 
• Activity One (Ten Minutes): Students will create a class list of terms associated
with "Native American." Students will discuss the images they hold of American
Indians in order to engage a critical analysis of their beliefs.
• Activity Two (Thirty Minutes): Presentation of PowerPoint that covers Lakota
history and Lakota beadwork. Students will be expected to recall their knowledge
of Native American history based on eleventh grade history standards. The
primary aim ofthis lecture is to establish the cultural and societal importance of
Lakota beadwork so students will have a better context for the next activity.
• Activity Three (Thirty-Five Minutes): Students will view a series of images that
reflect the American Indian image in popular culture. Throughout the presentation
they will hold a discussion that addresses the following questions:
o What is cultural appropriation?
o How might cultural appropriation be harmful?
o How do dominant cultures shape the images of others?
o Can subordinate cultures appropriate other subordinate cultures or the
dominant culture? How does this differ from appropriation by the
dominant culture?
o Is the concept ofhybridity possible?
26 
"Native American" 
Lakota Women and Beadwork 
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Critical Reflection 
As I developed my project's final form, I realized that in order for it to be of consequence, 
I would have to find a way to put my theoretical lesson plans into practice. At the start of the fall 
semester I spoke with Ginger Ertz, the head of the Education Department at the Tang Teaching 
Museum, to feel out some of the educational resources provided by the Tang. She confirmed that 
she was in contact with several high schools in the area and gave me the contact information for 
Elizabeth Karp, the Head Museum Registrar and Collections Manager of the Tang. After 
completing two months of research, I contacted Ms. Karp to request access to the Tang's 
collection ofbeadwork and quillwork. During our meeting I examined several works and she 
confirmed that these objects, as well as a Tang classroom, could be made available to me ifI 
wanted to teach a class at the museum. Before leaving for the semester, I contacted Mrs. Ertz 
again to secure the names of the high schools the Tang worked with. 
I made further attempts to set up a demo lesson over winter break. I contacted the high 
schools that Mrs. Ertz recommended in the hopes that they would recognize Skidmore College's 
name and be more receptive to a Skidmore student. Those schools were: Burnt Hills-Ballston 
Lake High School, Schenectady High School, Greenwich High School, and Shenendehowa High 
School. I looked up the teachers responsible for American history, or asked their department 
coordinators to forward my email to them, and requested that they answer several questions on 
their curriculum standards and the texts they use. I also included a request to come teach at the 
school. I received one response, which only answered the questions. Looking to expand my 
options, I applied for $200 of student funding. I hoped to use this money to offer a $10 stipend to 
freshmen students who would attend an eighty-minute class at the Tang. After my request was 
denied, I contacted Katie.DeRichie, a New Jersey high school history teacher I am acquainted 
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with, requesting to teach a demo lesson to her honors course. She responded enthusiastically, 
commenting that they would respond well to the lesson on museums. While I had originally 
studied the New York Social Studies Educational Standards, I was more concerned with teaching 
a class and was willing to shift my focus. While waiting for her response, Ed Brandt, an English 
teacher at Saratoga Springs High School, invited me to teach two of his classes. Since Mrs. 
DeRichie was experiencing communication difficulties with her principal, I accepted his offer to 
teach two eighty-minute courses, one to a senior-level English class and the other to an 
Advanced Placement (AP) English class. 
Despite their lack of art history skills, students could use their knowledge of American history 
from the previous year. I elected not to include aspects of museums, "authenticity," and the 
definition of "art" because I felt this would become extremely complicated without any 
background knowledge. I focused the bulk of my lesson on cultural appropriation, as they could 
discuss this based on their personal visual environment. Since my lessons work with a forty­
minute period, I was able to combine elements from my first four lessons. I took thirty minutes 
to build on their existing knowledge and give them an idea as to why quillwork and beadwork 
were important to the Lakota while undergoing extreme oppression at the hands of white 
colonists. After explaining the definitions of"cultural appropriation" and "cultural hybridity," I 
planned to show several images of American Indian culture in fashion and sports so they could 
determine which category those images fell under. After coming to their own conclusions on 
why or why not the images are offensive, they would see a quote and two interview clips from 
Native Americans explaining why these images are harmful. Thus, students could see a direct, 
human connection to the culture they had previously only considered from a material standpoint. 
Since these images are drawn from Halloween costumes, fashion, and team logos they all see 
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regularly, I felt students would have enough personal experience to make up for not reading any 
supporting materials. 
The first class I taught was a group of twelfth-grade English students. During the first 
activity, they came up with the following words: feathers, spirits, tipis, chief, tribe, Thanksgiving, 
respect for nature, warfare, and Andrew Jackson. While going through the history slides I found 
that they were easily distracted and seemed confused at references to major events in Native 
American history. No student had heard of the term "cultural appropriation" before. Prior to the 
start of class, Mr. Brandt had warned me that this class might have some trouble grasping the 
concept and were generally less mature than the AP class. With this in mind, I skipped the 
concept of "cultural hybridity" to avoid overwhelming them and to make sure that they 
understood the concept of appropriation. Many of the early reactions carried the reasoning of "it 
doesn't offend me, so why should I care?" As I went through more images, I pushed them to 
consider every possible reaction someone could have, which seemed to make them more 
defensive. They believed that, in terms of fashion, American Indians should feel honored that 
their culture has been deemed visually appealing. The Halloween costumes might be offensive to 
someone of Native American descent, but they had no personal issue with them. They were more 
willing to admit that the sports teams should change their logos. After showing them the last 
slide, they became extremely quiet and did not offer any responses. Of the twenty-three students, 
five appeared to understand the concept and implications of cultural appropriation. Overall, their 
responses were extremely troubling because their knowledge of history and diversity was 
virtually nonexistent. 
The AP class was far more capable in discussing the topics of cultural appropriation and 
hybridity. The terms that-they came up with in response to "Native American" were more 
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historically based, including: smallpox, reservations, Trail of Tears, and intertribal warfare. 
However, they admitted to having very little historical knowledge of Native Americans. Like the 
previous class, they had never heard of cultural appropriation or cultural hybridity before. This 
class was smaller, consisting of only fifteen students. Of these fifteen, one-third were able to 
fully understand why cultural appropriation is harmful, another third was able to see how some 
were offensive, and the last third were adamant in their belief that this topic was trivial and to be 
offended was an overreaction. The responses to cultural appropriation varied, but all students 
took issue with the sports mascots. They were sometimes ambivalent towards the fashion, but 
more admitted to seeing the negative connotations. They very decisively disconnected 
Pocahontas from the "Indian Princess" stereotype, claiming that Pocahontas was an individual 
character and wearing her costume was different than dressing up as a general Native American 
princess. When I pointed out that both are seen as dressing up as a race, they appeared confused. 
In another similarity to the last class, they had a resigned reaction to the quote and video. 
However, a greater number of students displayed an understanding of the major concepts. After 
the class, several students came up to me to confirm the issues they see in cultural appropriation. 
What I did not take into account, and which hindered this lesson, was their lack of 
background knowledge. Students were unfamiliar with all of the topics listed in the New York 
Social Studies Education Standards. When I questioned them about their knowledge of American 
Indian history, they reported that they had not learned it. At the most, students who took AP U.S. 
History learned about American Indians briefly when studying early American settlers. Since 
their historical knowledge was insufficient, they were unable to put modem examples into the 
context of the extensive oppression American Indians have faced. I had planned my historical 
section to only cover Laktoa beadwork to exemplify how artistic forms held extreme importance 
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in tribal life and how white settlers dominated it for over a century. They could then frame this 
cultural history in the broader picture of American Indian history. Unfortunately, the students 
were unfamiliar with specific events mentioned in the state curriculum. It did not make teaching 
the lesson impossible, but it would have been more enriching if they had had more background 
information. 
Both classes' lack of historical knowledge also revealed their unfamiliarity with the 
oppression of minorities and general diversity. Throughout the lesson I tried to point out all of 
the ways that the images could be interpreted, adding a slight emphasis on how a person of 
Native American descent would see it. As stated above, students who did not accept the negative 
implications of cultural appropriation grew increasingly defensive and came up with more and 
more reasons that they failed to fully explain. The main statements that they made are as follows: 
• You're just looking for something to be offended about
• If you don't like it, don't buy it
• If it's done in a respectful manner with good intentions it's OK
• Fashion and pop culture always borrow from other cultures, so why should they be
offended?
• I don't find this offensive
• It's just fashion
• People appropriate American culture and we don't get upset
• They should feel honored that their culture is being used
• I'm not my ancestors and I never killed any Native Americans
• People will always be offended or poor so how can I be expected to fix it?
Some students offered examples to back up their beliefs, but these examples were often weak in 
comparison to the original issue. For example, when I proposed that dressing up as Pocahontas 
would be seen as racially offensive, one student pointed out that "a black kid who dresses up as a 
cowboy for Halloween isn't seen as offensive," while another claimed that ''.just because [he 
wears] a LeBronjersey doesn't mean [he] is trying to be black." 1 Both of these students failed to 
1 Interestingly, females were far less likely to make these statements and better able to critically examine 
the images and see their negative impressions. Of the ten students in the AP class to show an 
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connect to the racial element that is present in cultural appropriation. A cowboy is not a racially 
motivated costume, and a specific jersey represents an individual instead of an entire race. The 
"Indian Princess" costume is both racially motivated and reduces an entire race to one image. 
Similarly, the student who argued that he was not his ancestors failed to recognize that he 
benefits everyday from the destruction of Native American society. As for their main argument, 
that it is not their culture and they have no reason to care if Native Americans are offended or not, 
one particularly insightful student pointed out that "the majority must make sure that the 
minority's voice is heard because they are responsible for their current silence." From these 
conversations, it was clear that the students had never discussed the issue of race or the power 
dominant cultures hold. 
Overall, the majority of the lesson was successful in both cases. Students reacted well to 
the first activity. They offered a large number of terms and were intrigued by the topic. Students 
were less interested in the second activity, but this is to be expected when they are not 
participating. I believe that it was less successful than it could have been because they could not 
connect the brief Lakota history to the larger Native American history, with which they were 
unfamiliar. I would not change this part of the lesson because if it were taught in a yearlong 
course, rather than a single class from an outside teacher, students would have greater 
background knowledge. Because the third lesson moved to modem popular culture, students 
were extremely engaged. Despite the types of responses, this lesson was the most successful. 
Students participated readily and constantly over a thirty to forty minute period. They were able 
to articulate their ideas and build on the ideas of other students. Every student had a fully thought 
understanding of the lesson, nine were female. In the regular English class, the majority of females 
understood the lesson while the males showed more obvious signs of struggle. 
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out opinion of cultural appropriation by the end of each lesson. In spite of their lack of historical 
knowledge, this lesson was successful and engaging for students. 
The dense topic of cultural appropriation is often difficult for students, but it does not 
excuse them from learning about it as seniors in high school. Furthermore, the student's reactions 
are indicative of the issues surrounding Native American education. During the first activity, 
many pointed to American Indians as a nature loving, spiritual people who had a strong affinity 
for feathers. The most obvious issue is that no student could recall the history the New York state 
curriculum outlines. The second is that they have never critically engaged their position in 
society. Many of their responses were typical of someone who has never studied the concepts of 
cultural appropriation, cultural hybridity, or privilege before. I am not arguing that students 
should be masters of these ideas by the end of high school; such a task would be impossible. 
What I believe, and what I tried to accomplish with this lesson, is that students should be 
exposed to these concepts and have an articulate position on them so that the issues above can be 
resolved. In general, history must be more inclusive and honest about power and racial dynamics. 
These topics do not end at the end of the high school history curriculum, they exist in everyday 
life and it is not beneficial for students to ignore their existence. Based on student reactions I am 
unsure if I would teach this subject to a class below the AP level, but I feel that I achieved my 
goal with these two classes. This experience has confirmed the problems that I originally thought 
to be present in American history curricula, and further encourages me to pursue the alternative 
sty le of teaching I have begun to develop. 
38 
Bibliography 
Albers, Patricia and Medicine, Beatrice. The Hidden Half: Studies of Plains Indian Women. New 
York: University Press of America, 1983. 
Banks, James A. Teaching Strategies for Ethnic Studies. Boston: Allyn and Bacon, Inc .. 197 5. 
Bernstein, Bruce. "Contexts for the Growth and Development of the Indian Art World in the 
1960s and 1970s." In Native American art in the Twentieth Century, edited by W. Jackson 
Rushing III, 57-71. New York: Routledge, 1999. 
Bird, S. Elizabeth. "Savage Desires: The Gendered Construction of the American Indian in 
Popular Media." In Selling the Indian: Commercializing & Appropriating American Indian 
Cultures, edited by Carter Jones Meyer and Diana Royer, 62-98. Tucson: The University of 
Arizona Press, 2001. 
Bo!, Marsha C. "Defining Lakota Tourist Art, 1880-1915." In Unpacking Culture: Art and 
Commodity in Colonial and Postcolonial Worlds, edited by Ruth B. Philips and Christopher B. 
Steiner, 214-228. Los Angeles: University of Chicago Press, 1999. 
Brasser, Ted J. "The Plains." In Art of the North American Indians, edited by Gilbert T. Vincent, 
Sherry Brydon, and Ralph T. Coe, 102-185. Cooperstown, New York: New York State Historical 
Association, 2000. 
Calloway, Colin G. First Peoples: A Documentary Survey of American Indian History. New 
York: Bedford: St. Martin's, 2008. 
Deloria, Vine Jr. Custer Died For Your Sins: An Indian Manifesto. New York: The Macmillan 
Company, 1969. 
Cobb, Amanda J. "The National Museum of the American Indian as Cultural Sovereignty," in 
The National Museum of the American Indian: Critical Conversations, ed. Amy Lonetree and 
Amanda J. Cobb, 331-352. Lincoln: University of Nebraska Press, 2008. 
Ewers, John C. Plains Indian History and Culture: Essays on Continuity and Change. Norman: 
University of Oklahoma Press, 1997. 
Fuller, Nancy J. and Fabricius, Susanne. "Native American Museums and Cultural Centers: 
Historical Overview and current Issues." Zeitschrififiir Ethnologie 117 (1992) 223-237. 
Frazee, Bruce and Rudnitski, Rose Ann. Integrated Teaching Methods: Theory, Classroom 
Applications, and Field-Based Connections. New York: Delmar Publishers, 1995. 
Furst, Peter T. and Furst, Jill L. North American Indian Art. New York: Rizzoli International 
Publications, Inc. 1982. 
39 
Gibson, Margaret Alison. "Approaches to Multicultural Education in the United States: Some 
Concepts and Assumptions." Anthropology & Education Quarterly 15 (1984) 94-120. 
Helms, Emory C., Hitt, Austin M., Schipper, Jason A., and Jones, Adam M. "Native American 
History in a Box: A New Approach to Teaching Native American Cultures." The Social Studies 
101 (2010) 160-65. 
Herbst, Toby and Kopp, Joel. The Grandfather's Flag. Cooperstown, New York: New 
York State Historical Association, 1993. 
Hoerig, Karl A. "From Third Person to First: A Call for Reciprocity Among Non-Native and 
Native Museums." Museum Anthropology 33 (2010) 62-74. 
Lonetree, Amy. "'Acknowledging the Truth of History': Missed Opportunities at the National 
Museum of the American Indian," in The National Museum of the American Indian: Critical 
Conversations, ed. Amy Lonetree and Amanda J. Cobb, 305-330. Lincoln: University of 
Nebraska Press, 2008. 
Lowie, Robert H. Indians of the Plains. Lincoln: University of Nebraska Press, 1954. 
Kopper, Phillip. The Smithsonian Book of North American Indians: Before the Coming of the 
Europeans. Washington, D.C.: Smithsonian Books, 1986. 
Maurer, Evan M. Visions of the People: A Pictorial History of Plains Indian Life. Minneapolis: 
The Minneapolis Institute of the Arts, 1993. 
Mullin, Molly H. "The Patronage of Difference: Making Indian "Art, Not Ethnology." Cultural 
Anthropology 7 (1992) 395-424. 
Orchard, William C. Beads and Beadwork of the American Indians: A Study Based on Specimens 
in the Museum of the American Indian, Heye Foundation. New York: La Salle Litho Corp, 1975. 
Orchard, William C. The Technique of Porcupine Quill Decoration Among the North American 
Indians. Liberty, Utah: Eagles View Publishing, 1984. 
Parezo, Nancy J. "The Indian Fashion Show." In Unpacking Culture: Art and Commodity in 
Colonial and Postcolonial Worlds, edited by Ruth B. Philips and Christopher B. Steiner, 243-
266. Los Angeles: University of Chicago Press, 1999.
Penney, David W. North American Indian Art. New York: Thames & Hudson, 2004. 
Phillips, Ruth B. "Art History and the Native-made Object: New Discourses, Old Differences?" 
In Native American art in the Twentieth Century, edited by W. Jackson Rushing III, 97-112. 
New York: Routledge, I 999. 
40 
-
Philips, Ruth B. Trading Identities: The Souvenir in Native North American Art from the 
Northeast, 1700-1900. Hong Kong: University of Washington Press, 1998. 
Philips, Ruth B. and Steiner, Christopher B. "Art, Authenticity, and the baggage of Cultural 
Encounter." In Unpacking Culture: Art and Commodity in Colonial and Postcolonial Worlds, 
edited by Ruth B. Philips and Christopher B. Steiner, 3-19. Los Angeles: University of Chicago 
Press, 1999. 
Powell, Timothy B. "Narratives Woven in Beads: Reading the Material Culture of the Sioux at 
the height of the Ghost Dance." Narrative 7 (1999): 131-146. 
Sanchez, Tony R. "The Depiction ofNative Americans in Recent (1991-2004) Secondary 
American History Textbooks: How Far Have We Come?" Equity & Excellence in Education 40 
(2007) 311-320. 
Steiner, Christopher B. "Authenticity, Repetition, and the Aesthetics ofSeriality: The Work of 
Tourist Art in the Age of Mechanical Reproduction." In Unpacking Culture: Art and Commodity 
in Colonial and Postcolonial Worlds, edited by Ruth B. Philips and Christopher B. Steiner, 87-
103. Los Angeles: University of Chicago Press, 1999.
Trump, Erik. "'The Idea of Help' White Women Reformers and the Commercialization of 
Native American Women's Arts." In Selling the Indian: Commercializing & Appropriating 
American Indian Cultures, edited by Carter Jones Meyer and Diana Royer, 159-189. Tucson: 
The University of Arizona Press, 2001. 
Ward, Michael Kent. "Teaching Indigenous American Culture and History: Perpetuating 
Knowledge or Furthering Intellectual Colonization?" Journal of Social Sciences 7 (2011) 104-
112. 
41 
Appendix A: Class Notes 
Lesson One Notes 
• During the Archaic period, the peoples of the northwestern Plains traveled frequently,
perhaps with their dogs in traces dragging travois-the simple arrangement of two crossed
poles holding a load of goods, ends dragging on the ground. George Frison believes they
moved as often as 100 times a year .... Unlike their neighbors elsewhere in the Plains, the 
prehistoric peoples of the northwest part of the region-today's Wyoming, Montana, and 
Alberta-never settled in villages, raised crops nor even adopted ceramics until quite late in 
prehistoric times. As European settlers later learned, the environment of the high Plains 
discourages most crops except those related to the grasses, such as wheat (Kopper 173). 
• Lakota (Western, Teton): Oglala, Hunkpapa, Miniconjou, Brule (Sicangu), Blackfoot
(Sihasoa), Two Kettle, Sans Arc (Calloway 291)
• As of 1790 there were 25,000 people in 7 divisions of the Dakota (Ewers 176).
• The Dakota, popularly known as the "Sioux," fall into three dialectic groups, roughly
distinguishable by the use of d, n, or/: the Eastern dialect has "Dakota" for the tribal name of
the speaker, the central dialect substitutes "Nakota," the western dialect "Lakota. (Lowie 8)"
• The Sioux, living in Minnesota around the headwaters of the Mississippi, had contested
hunting territories in the western Great Lakes region against Anishinaabe and Cree enemies
armed with guns. But like later Americans, the Sioux in the late eighteenth century looked to
the rich resources and opportunities available in the West .... As they migrated out onto the 
northern and central Plains they pushed Omahas, Otos, Missouris, Iowas, and Cheyennes to 
the south and west, seizing hunting territories to support their large population. By the time 
Lewis and Clark encountered the Brules on the Missouri River, the Sioux were dominating 
the area and threatening the trade network that focused on the upper Missouri villages 
(Calloway 295). 
• Decisions effecting tribal policies were made by experienced and mature men in council by
talking things out until they arrived at a consensus (Ewers 4 ).
• Archaeological evidence of strongly fortified prehistoric villages on the Missouri in the
Dakotas indicates that intertribal warfare existed in this region centuries before the arrival of
whites. It continued for more than three decades after 1850. For thousands of years, Indians
hunted buffalo in this region, and this animal was still the staff of life for the nomadic tribes
of this area in 1850 (Ewers 23).
• Through intertribal trade northward from the Southwest, the European horse reached the
Crow and Blackfoot tribes in the western part of this area before those Indians met white men
(Ewers 24).
• The Plains tribes lost more than half their population in a smallpox epidemic that swept
across the western parts ofNorth America in 1781, hastening the breakdown of the
aboriginal world order. The new way of life that emerged was made up of fragments of old
traditions, reinterpreted and increasingly related to the achieving of war honors and the
acquiring of material wealth, to be ostentatiously displayed in military and tribal ceremonies
(Thaw 127).
• Elders carefully watched over the behavior of young women, while a young man was rather
expected to philande�. Feminine chastity was highly prized; it was only a virtuous girl for
when a suitor was likely to offer many houses, and certain honorific tasks at sacred
ceremonies could be executed only by a woman of irreproachable purity (Lowie 78).
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Indian women carried out male labor. They were unsheltered and frequently sought personal 
goals (Albers & Medicine 38). 
In her analysis, she delineates two types of colonial image of Indian women: one was of a 
pure but distant Pocahontas who was the savior of the righteous white man; the other was of 
a sexually permissive "Squaw" who sold herself for economic convenience or unrestrained 
passion. The first image represented the New World mother-figure who, in her nobility, was 
powerful but unapproachable. Real Indian women, however, as objects of white male sexual 
desires, were irreconcilable with the Pocahontas image and thus were represented by a 
negative image - a Squaw living in filth and driven by lust (Albers & Medicine 39). 
The Euro-American idea that art is produced by a uniquely gifted individual, almost always 
male and almost always after "suffering," has thoroughly based the collection and 
presentation of information regarding the production of arts and crafts by Native Americans. 
We have failed to recognize that art objects may be started by one person and finished by 
another, that objects may be made and decorated by one person for the use of another, or that 
several people working together may make an item (Albers & Medicine I 03). 
There is also a danger in assuming that because a task is normally done by women, that it is 
always done by women or vice versa. The division oflabor in Plains Indian societies was not 
hard and fast, but depended upon a number of variables. In all the crafts performed by Plains 
Indians we find a number of different variables operating to·blur the division of labor (Albers 
& Medicine 104). 
To the dismay of many early missionaries and government agents, Sioux marriages were 
notoriously brittle. They were dissolved easily by either a man or a woman, and there were 
no stigmas attached to those who were divorced (Albers & Medicine 191). 
Decorating, in fact, often turns out to be a cooperative task, with men and women doing 
different processes (Albers & Medicine 107-8). 
Mandelbaum notes that "since the women of the household owned the tipi cover, her 
approval of the design had to be secured before it could be painted (Albers & Medicine 108). 
The creation of finely decorated items, particularly those intended for ritual use, represented 
the highest status of feminine achievement (Penney 119). 
Similarly, among the Lakota, young women honored by the puberty ceremony known as 
Isnati Awicalowampi were thereafter called Buffalo Women and accepted an honored role 
among their communities which included the expectation that they would produced fine 
quillwork and beadwork (Penney 119-120). 
Very little is known of stylistic developments in Plains Indian art before 1800, and relatively 
few examples of these arts survive from before 1850. They indicate a close relationship with 
old traditions in more eastern regions, and the role of painting, quill work, and featherwork as 
major art expressions (Thaw 128). 
The origin of quillwork, she told him, came from a young man who had discovered that his 
wife and son were really buffalo. Out of love, the young man had followed his family to their 
buffalo home. When he returned, he gave to the women of his community what he had 
learned during his time among his buffalo family: the knowledge of how to prepare buffalo 
hid robes and decorate them with porcupine quills (Penney 119). 
Among a number of Plains societies, for example Sioux, Cheyenne, Arapaho, excellence in 
quillwork was maintained by a guild (Albers & Medicine 112). 
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The woman who excelled in crafts not only had a chance to become a member of a select 
group, but she could also increase her family's status and wealth by working for others and 
by teaching her craft (Albers & Medicine 113). 
Made by a woman for a specific member of her family, a beautifully decorated pair of 
moccasins was a declaration of the maker's skill and of the family's social position. Perhaps 
more important, it was also a material representation of the bond of kinship between maker 
and recipient (Maurer 56). 
Porcupine quill decoration is a craft that is unique to the Indians of North America; a craft 
that can be found no where else in the world (Orchards, Foreward). 
The designs were worked out mostly on soft tanned leather or on birchbark. An exception, 
however, is a woven technique which will be described ... Considerable attention was given to 
the sorting of the quills as they were plucked, which operation was performed without 
removing the skin. Four sizes of quills were found on the animal, and were graded 
accordingly. The largest and coarsest came from the tail, which were used in broad masses of 
embroidery, where a large surface was to be entirely covered, or for wrappings on club­
handles, pipe-stems, and fringes. The finest were taken from the belly, and were used for the 
most delicate lines so noticeable in the exquisite work to be found in early specimens. The 
various sizes were kept in separate receptacles made from a bladder of an elk or a buffalo 
(Orchards 9). 
The buffalo-berry and squaw-currant were used for producing a red dye .... The operation of 
dyeing consisted simply of boiling the fruit and the porcupine-quills together in water until 
the require color was stained. Wild grapes were used for making black dye .. . Wild 
sunflower and cone flower were used for producing yellow due. Blue dye seems to have been 
unknown ... (Orchards 11). 
Cranes were associated with courting .... For image of power, birds of prey were a more 
appropriate symbol. Of all the great raptors, the eagle is more important in the Plains 
ceremonial system. It is closely associated with the Great Creator, and its body is essential to 
the culture and rituals of the Plains tribes .... One of the two most important and powerful 
mammals in Plains art is the bear, which was associated with magical abilities and is found in 
many myths and dream visions as a source of protective medicine .... The principal mammal 
in Plains culture was the buffalo. Because it was the main source of sustenance, clothing, and 
shelter, the buffalo had a primary place in the oral and visual traditions of both the 
ceremonial and the secular worlds (Maurer 34). 
Other mammals found in traditional Plains ceremonial art include the wolf, which is 
associated with hunting and war; the bull elk, which is identified with male power; and the 
horse, a newly introduced animal that quickly became an essential part of Plains life (Maurer 
35). 
Materials used for beadmaking include gold, silver, copper; precious and semi-precious 
stones in great variety; bird, mammal, and fish bones, including teeth and ivory, and in some 
instances human bone; many kinds of marine and freshwater shells, and pearls, and finally 
vegetal materials (Orchards 16). 
In beadwork either the "lazy" or "overlay" stitch was used. In the former, beads were strung 
on threads, which were fastened to the surface at the ends of short parallel rows. The result 
resembles some types of quill work and suggests adaptation of the earlier technique to the 
new material. In the overlay stitch "strings of beads are tightly attached to the surface, in 
close-set rows, with other threads, thus producing a smooth finish." Whereas the lazy stitch 
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tends to restrict the craftswoman to angular designs, curvilinear figures are easily made by 
the alternative method (Lowie 70). 
Two-dimensional art of this type was either represented or geometric and abstract. Women 
mainly produced patterns of the latter type, painted and quill-worked on skin garments and 
containers. Many of these decorative designs were assumed to have originated from dreams, 
and the women inherited from their mothers exclusive rights to the designs. As a result, a 
specific range of such art motifs tended to identify each tribe (Thaw 103). 
The skins of game were more than just practical, everyday material for clothing and shelter, 
for they contained some of the spirit power of the animals from which they had been taken. 
In life, the skin had given the animal its form. Wearing it, or resting in its shelter, symbolized 
and reinforced the constant and powerful spiritual bond between game and the people whose 
survival depended on the continued generosity of animals in surrendering their lives. 
Beautifying a dressed skin not only benefited its human owner but also did honor to the spirit 
of the animal. Art was part of the customary, indeed obligatory, propitiation of the slain 
animal to obtain its good will and prevents its wrath and revenge (Furst 165). 
Almost every available surface was more or less elaborately beautified with symbolic designs, 
and every ornament bore a message, although many of their meanings have been forgotten or 
were never recorded by the whites (Furst 165). 
In the course of the nineteenth century beadwork more and more supplanted quills . 
Nevertheless, the older technique never died out altogether, continuing to be made on a 
reduced scale even today (Furst 166). 
By the mid-nineteenth century, pony beads were supplanted in popularity by the even smaller 
"seed beads," mostly imported from Venice and Bohemia. Around 18870, a buffalo robe was 
worth 80 eight-inch-long strings of seed beads, divided into hanks often strings each. With 
the seed beads came a change in the style ofbeadwork: whereas pony beads had been 
sparingly employed, especially in the Great Lakes area, allover beadwork now appeared 
covering entire surfaces. On the Plains, at least, the first articles of clothing so embellished 
appear to have been moccasins (Furst 166). 
The ready adoption of glass beads almost everywhere in North America, and especially in the 
Upper Great Lakes and on the Plains, was motivated in part by considerations of practicality 
and aesthetics. For one thing, there was a limit to the availability of porcupine quills, and for 
another, many more designs were possible with the tiny glass beads than with the traditional 
quills. But perhaps there were subtler considerations as well, arising out of the very high 
regard in which beads made of shell had been held for centuries before the arrival of their 
counterparts in glass (Furst 167). 
Deaver' s term "curiosities" as a general term for Indian arts and artifacts seems to have been 
accepted in both trade and museum circles until after the mid nineteenth century when the 
Smithsonian Institute sought to introduce the more awkward and pedantic word "ethnologica" 
(Ewers 66). 
Moccasins seem to have been the most popular, for they were both inexpensive and useful as 
carpet slippers. I have found a number of references to enlisted men returning from frontier 
duty buying moccasins as souvenirs shortly before they left Indian country. There are more 
moccasins than any other Plains Indian artifacts in museums in this country and abroad. 
Perhaps their very commonness explains why no adequate historical and descriptive study of 
Plains Indian moccasins has been published (Ewers 67). 
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Typical body garment of Plains Indian women was a long, sleeveless, skin dress, which hung 
from the wearer's shoulders and extended well below her knees, made from two whole 
animal skins - one forming the front, the other the back of the garment (Ewers 119). 
Heelless skin shoes, in other words moccasins, were the general footgear. The essential 
clothing was made by women, who sewed with buffalo sinew for thread, punching holes with 
a bone awl. Very general were fringes, pendants, and ornamental strips, which served 
aesthetic purposes and often also symbolically indicated the wearer's military 
accomplishments (Lowie 49). 
The creation of finely decorate items, particularly those intended for ritual use, 
By the time early European visitors began to acquire the decorated hides and garments that 
are found in museum collections today, Plains hide-workers were already decorating their 
work with glass beads made in Venice, combined with porcupine quills and other materials 
(Penney 121). 
By the 1860s, Plains women had a broad range of different colored, smaller sized "seed­
beads" to choose from. Color preferences, traditions of technique for application, and choice 
about design, form, and structure among women of different communities developed into far 
more strongly articulated "tribal styles" during the 1860s and 1870s (Penney 122). 
Generosity lies at the center of Lakota cultural values. Women worked hard to make many 
different kinds of decorated items for "give-aways," events at which social relations were 
acknowledged and reinforced through the formal distribution of gifts. Give-aways became an 
extremely important feature of reservation life among the Lakota. Prominent families ... send 
the entire year assembling, commissioning, and manufacturing goods for give-aways 
scheduled for the Fourth of July. Government policy discouraged ceremonies at any other 
time of the year. Lakota give-aways of the reservation period, particularly the period between 
1880 and World War I, inspired the production of enormous quantities ofbeaded items, 
many decorated with images of Fourth of July American flags. The Fourth of July 
celebrations, their attendant ceremonies and give-aways, and the material and performance 
arts required for their success all contributed to the support of Lakota ethnic identity at a time 
when it was under a great deal of coercive threat from the outside world (Penney 124). 
The requirements of dances and give-aways, and opportunities to sell at fairs or at Wild West 
shows which employed several generations of Lakota men, and even sales through mail­
order catalogues, all produced great demand for the skills and talents of bead-workers 
(Penney 124-125). 
Lesson Two Notes 
• ... sexual inequality has increased and become institutionalized within reservation
communities: the areas include segregation in job opportunities and wages,
discrimination in legal rights, as well as exclusion from federal and tribal government
positions Albers & Medicine 175).
• Not only were women excluded from the treaty negotiations under which Sioux land was
ceded and reservations were established, but they continued to be discriminated against in
all subsequent federal policy initiatives (Albers & Medicine 182).
• The fact that Sioux women engaged in strenuous labor, as in planting and harvesting,
only reinforced the notions of many early missionaries and government agents that Sioux
men were "savages" forcing women to work as "beasts of burden" (Albers & Medicine
183).
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Over the next three years more than 8000 Lakota gave themselves up and settled on the 
Great Sioux Reservation. In 1883 the Sun Dance, the single most important religious rite 
of the Lakota, was banned by decree of the Commissioner ofindian Affairs. In 1888 
Congress passed the Sioux Act which required the Lakota to sell 9 million acres of 
"surplus land." The following year the federal government reduced the beef rations at the 
Rosebud reservation by 2 million pounds, pushing many Sioux to the brink of starvation 
as epidemics of measles, influenza, and whooping cough swept through the reservation. It 
was in the midst of such depravity and misery that the Ghost Dance arose (Powell 136). 
The supply of buffalo and other game was radically depleted. Facing the loss of their 
livelihood, their pride, and their unbounded homeland after a series of military defeats 
and treaty negotiations, the disheartened Laktoa were forced to remain within the 
confines of a series of reservations in the Dakotas. They thus no longer needed the 
specialized objects that supported a seasonally nomadic life style, such a transportable 
and unbreakable hide bags, tipis, and large quantities of horse gear. Objects of war and 
warrior societies, too, had limited use. With the overhunting of big game such as the 
bison, deer, and elk, Lakota artists had difficulty procuring the materials needed to make 
many of their traditional objects (Steiner 217). 
Amid these changing circumstances, the Lakota people, especially the women, took fresh 
initiative, applying their skills to newly available products. Greater access to trade goods 
and annuity supplies provided new materials that required less laborious techniques. 
Lakotas substituted brass kettles for buffalo stomachs as cooking vessels and wool 
blankets for hide robes; they also applied decoration to the surface of every conceivable 
new product. They beaded doctors' bags and suitcases, as well as leather gauntlets and 
gloves, saddles, and bridles for horses. They quilled neckties and umbrellas, and one 
woman even quilled a grampphone horn cover (Steiner 217). 
The reservation separated the Indians from their traditional means of life support and 
replaced it with a system of public assistance that quickly and deliberately made the 
Plains tribes dependent on the government for food, clothing, and other life necessities. 
The production of traditional Indian arts for sale to whites not only filled an economic 
need, it also stimulated the creation of many new types of Plains representational images 
in media ranging from drawings to beadwork (Maurer 41 ). 
Largely through their own initiative, Sioux women entered into the cash-economy by 
way of petty commodity production. Aside from selling some of their garden produce to 
neighboring Whites, they manufactured a wide variety of off-reservation marketplace. In 
this manufacture, Sioux women not only used traditional industrial and decorative skills 
( e.g., beadwork, quill work), but they also employed such newly learned techniques as 
quilting, crocheting, and lacemaking (Albers & Medicine 187). 
Because the market offered higher prices for work with recognizable images, women of 
many Plains tribes, especially the Lakota, began to produce pictorial beadwork 
representing the most popular themes of male art-images of mounted warriors wearing 
feather headdresses. Some pieces of pictorial beadwork, however, such as dresses with 
scenes of combat were made and worn by Indian women in a tradition of honoring 
husbands and other male family members who had distinguished themselves in battle. 
But objects like the pictorial tobacco bags and vests made by Lakota women for the turn 
of the century to the 1920s were primarily for the Euro-American market, where they 
47 
• 
• 
• 
• 
• 
• 
• 
• 
• 
were sought after as souvenirs of trips west or as nostalgic mementos of a cliched, 
bygone age (Maurer 44). 
To satisfy external demand, much of it was pictorial, a change from earlier patterns of 
artistic production in which representational imagery was largely made by men, and 
women produced geometric abstractions. A beaded vest from a private collection 
provides an excellent example of women's reservation-period work. The image of the 
mounted warrior derives from the conventions of men's narrative style, here translated 
into the difficult (and tedious) medium of beads (Maurer 52). 
The Ghost Dance was an important cultural and spiritual revivalist movement that spread 
across the Plains in the 1880s. The leaders prophesized a world of peace, where the 
ancestors and the buffalo returned and the land was rid of the white men and the changes 
they had imposed on the Indian way oflife. The rituals were celebrated with communal 
dances in which men and women sang and danced wearing costumes painted with an 
elaborate iconography of stars, birds, animals, trees, and human figures prominent in the 
songs and stories of the Ghost Dance (Maurer 32-33). 
Big Foot and his followers, however, remained camped at Wounded Knee. On December 
29, U.S. soldiers opened fire on the camp, which included many women and children, 
with a Hotchkiss gun that fired 2 pound explosive shells at the rate of nearly 50 per 
minute. Within seconds the 100 tipis of Big Foot's camp were leveled and more than 140 
Lakota lay dead or dying (Powell 137). 
Unlike the Navaho, who around this same time began weaving "patriotic" rugs for 
commercial sale, Pohrt's research shows the most of these items were specifically 
designed for use by the Sioux (Powell 139). 
The flag, on this hermeneutic level, is a signifier not of assimilation but of cultural 
camouflage that not only hides traditional Sioux rituals from the white gaze but mocks 
white imperial power my mimicking it as a cover of Sioux nationalism (Powell 140-141 ). 
For the Sioux, captured U.S. flags came to be associated with bravery and were gradually 
integrated into such traditional acts as counting coup ( an act of bravery in which the 
warrior touches the body of an enemy while at war with a coup stick) ..... Such scenes 
were not anomalous for as the Plains Indians engaged the U.S. Army more openly in the 
first half of the 1870s, the American flag became an important symbol of wakan or power 
and captured flags frequently became part of the medicine bundles that served to protect 
the warriors in battle (Powell 135). 
In the nineteenth century the flag was seen by American Indians as a battle emblem that 
was prominently carried by U.S. troops during military engagements. It flew over forts 
and settlements, clearly a symbol honored and respected by a strong and powerful 
enemy .... Flags were also tokens of friendship, often given by the U.S. government at the 
conclusion of treaty negotiations or presented by politicians on their travels to Native 
American settlements (Herbst & Kopp 17). 
The Fourth of July was one of the few times when banned traditional religious practices 
were tolerated or even sanctioned by the U.S. government, so the symbol of that holiday, 
the American flag, assumed a special meaning to the Lakota and was incorporated into 
their traditional dress and artifacts for that day (Herbst & Kopp 20). 
Many who saw the Wild West shows then wanted to own a piece of Lakota memorabilia . 
. .. A London newspaper reported on Buffalo Bill's Wild West show concession in 1887: 
"Cigar stands, soda fountains, Indian curiosity stores and photograph stands, the latter 
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something selling 1,000 a d  ay, the greatest number being of Buffalo Bill, and the next of 
Red Shirt-a wonderfully fine-faced Indian." In particular, moccasins and bows and 
arrows sold in larger quantities (Steiner 218). 
It is notable, however, that these mail-order catalogs of Lakota arts did not offer trader­
introduced designs or make concessions to the different lifestyles and comfort 
requirements of the non-Indian market. For example, moccasins were not sized to 
correspond to shoe sizes. If anything, the various traders emphasized the one-of-a-kind, 
the traditional, and the "historical and ceremonial" attributes of their stock (Steiner 221 ). 
It is important to examine the marketing of Plains objects within the broader north 
American context of the late nineteenth century. In the Southwest new markets developed, 
particularly for Pueblo pottery and Navajo blankets transformed into rugs, about the time 
that such things became obsolete within their home communities ... .In California and the 
Far West, collectors filled their shelves with Native American baskets .... By 1890 in the 
Northwest, thousands of tourists cruised up the popular inside Passage of Alaska by 
steamship. They were met at various stops along the way by Native vendors selling 
objects made specifically for the travelers: whimsical basketry, model totem poles, 
carved salad forks, and so forth .... In the Northeast, Tuscarora women began selling 
beaded items at Niagara Falls around 1850 (Steiner 222-223). 
Beginning a the end of the nineteenth century, American Indian baskets and other arts 
were widely sold and promoted, distributed by large department stores, offered through 
Indian traders' catalogues, recommended in arts and crafts publications, and sold directly 
to tourists who visited Indian country. Each of these realms played a visible and well­
studied role in the commercialization of Native American arts, developing an image of 
the Indian artist that romanticized and, many would argue, further exploited Indians by 
packing their culture for white, middle-class consumption (Trump 160). 
They [the collectors] had strict standards of authenticity and prized the traditional artifact, 
but whereas the basket collector desired evidence of prior Native use, the Plains collator 
sought objects that had belonged to famed owners or had seen battlefield experience 
(Steiner 224 ). 
Hide dresses and leggings, beaded baby carriers, and breastplates did not easily fit into a 
Victorian woman's wardrobe or her home. There was no impetus for Lakota items to be 
adapted to such new uses as Anglo-American women's clothing or feminine items of 
Victorian decor, as occurred in the Southwest and the Northeast. Furthermore, there was 
very good reason to maintain the preservation status quo in Lakota arts. Plains collectors 
were attracted to these arts precisely because they retained the traditional pre-reservation 
forms, and so collectors and the intermediary traders stimulated and encouraged the 
Lakota to continue making these objects long after they became outmoded in Lakota 
daily life (Steiner 225). 
Other, less formally organized groups, again composed primarily of white males, were 
American Indian enthusiasts known as hobbyists. Powers indentifies the hobbyist 
movement in the United States as a post-World War II phenomenon, but dates "hobbyist­
like activities" earlier, to at least 1910. He postulates the origins to be the Boy Scouts of 
American Indian lore program, which was formalized with a merit badge in 1911. 
Hobbyist activities have also emphasized the application of perseveration arts, in 
particular the arts of Plains Indian people, such as tanning, quillwork, and beadwork 
(Steiner 226). 
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Similar difficulties were articulated in the 1980s by Rozsika Parker and Griselda Pollock 
( 1981) in relation to the feminist revision of standard art-historical discourse. They argue 
for the deconstruction of the conventional classification of art into major and minor 
genres ("fine" and "applied" arts) because those hierarchies have devalued women's art 
(Phillips & Steiner 5). 
The standard Western systems of art classification has its origins in the sixteenth century 
in the emergence of the concept of the artist as an autonomous creator, but its intellectual 
armature was provided three centuries later by the new discipline of art history in texts 
written by a group of Germanic scholars whom Michael Podro (1982) has termed the 
"critical historians of art." ... "The role of art, "Podro surnrnarizes, "Was seen as 
overcoming our ordinary relations to the world." Within the realm of the aesthetic, 
therefore, the highest forms are those that are most free-"art for art's sake"-and the lowest 
are those that are the most utilitarian. The defining force of the concept of fine art as free 
creation was further supported in the I 93 Os by the Idealist aesthetics of Collingwood and 
has remained relatively undisturbed since then in mainstream art history (Phillips & 
Steiner 6). 
Rather, until recently, both art historians and anthropologists have resoundingly rejected 
most commoditized objects as spurious on two grounds: (1) stylistic hybridity, which 
conflicts with essentialist notions of the relationship between style and culture, and (2) 
their production for an external market, which conflicts with widespread ideas of 
authenticity (Phillips & Steiner 9). 
As this statement makes clear, one reason for the rejection of stylistic hybrids was 
pragmatic: they greatly complicated the scholarly project of reconstructing evolutionary 
histories of "primitive" art. Another, more profound, reason had to do with the Victorian 
biological discourse of race, in which hybridity was defined as degenerative and 
weakening of a racial "stock. (Phillips & Steiner 10)." 
"Authentic" art, according to Benjamin, is produced (and indeed must be produced) in 
the context of the religious cult and in response to the demands of tradition. In other 
words, Benjamin writes, "the unique value of the 'authentic' work of art has its basis in 
ritual, the location of its original use value." (Steiner 87) 
This sense of misrepresentation is at the core of the distrust of anthropology that is so 
pervasive among contemporary Native Americans, epitomized by the anger of Vine 
Deloria: "behind each policy and program with which Indians are plagued ... stands the 
anthropologist. The fundamental thesis of the anthropologist is that if people are objects 
for observation, people are then considered objects for experimentation, for manipulation, 
and for eventual extinction (Bird 64)." 
Thomas Bisoli uses the career of anthropologist Haviland Scudder Mekeel, noted for his 
1930s' work with the Lakota, to illustrate the role of anthropology in constructing the 
Lakota as "primitive," as Mekeel searched for "authentic," full-blood Indians to study. 
While Lakota people were more interested in debating treaty rights and coping with 
change, anthropologists like Mekeel were looking for untainted primitives (Bird 64). 
The valuing of age as a primary criterion of authenticity extended, of course, well beyond 
the ethnographic museum into many areas of museum practice. Palyers in the early­
twentieth century museum game were keenly aware of the subtle but important 
distinctions between the ethnologist's and the private collector's location of value in the 
old (Phillips 59). 
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The sexualized Indian princess stereotype thrived in the nineteenth century. As Rayna 
Green points out, "the society permitted portrayals to include sexual references (bare and 
prominent bosoms) for females even when tribal dress and ethnography denied the reality 
of the reference (Bird 79). 
In this way, the white man's exotic fascination with the Indian woman could be indulged, 
yet tamed in "the dream of finding the dark woman of his dreams, who was a kind of 
white girl next door with whom to settle down and love happily ever after (Bird 80)." 
According to Rayna Green, the Indian Princess is defined as one who helps or saves a 
white man, but if she actually has a sexual relationship with a white or Indian man, she 
becomes a "squaw," who is lower even than a 'bad white woman. The Squaw is the other 
side of the Indian woman - a drudge who is at the beck and call of her savage Indian 
husband, who produces baby after baby, who has sex endlessly and indiscriminately with 
whites and Indians alike (Bird 80). 
Underlying the motivations of white women in the Indian reform movement was a key 
perception that Indian women were degraded and abused by the conditions of tribal life. 
In the reformers' minds, Indian men and women did not conform to white gender roles. 
The men were lazy, interested only in leisure activities such as hunting, and the women 
did too much men's work; moreover, sexual morals were too loose, as evidenced by 
polygamy and easy divorce (Trump 161). 
Throughout the 1890s, other white women continued to challenge the idea that Indian 
women lived degraded and abused lives. Elaine Goodale wrote that after several years of 
assimilation work among American Indians, she had "been unwillingly impressed by the 
fact that barbarism offers several points of evident superiority to our civilization." For 
example, Indian clothing was more hygienic and practical, particularly women's dress, 
which boasted "ease and freedom, mental and moral," by its "fixed standard." A visitor to 
a Hopi village noted that labor was divided equally between Hopi men and women, with 
men doing some "feminine" tasks such as weaving and child care, and women doing 
some "masculine" tasks such as house building. In addition, the women enjoyed the 
equivalent of"'suffrage' or 'rights' (Trump 164-165)." 
Lesson Three Notes 
• 
• 
• 
Neither Indian nor Native American is entirely satisfactory as a description of the 
indigenous peoples of North America. The very term Indian is a European conception, or 
rather misconception, about the first Americans. When Columbus landed in the 
Caribbean he mistakenly believed he had found a westward route around the world to 
India. He called the people he met "los Indios," and the name stuck (Calloway 11 ). 
However, many of the names that Iroquois, Huron, Sioux- are names that were applied 
to them by enemies and carry pejorative connotations. Sioux, for example, is a French 
corruption of an Algonquian word meaning "snakes" or "adders," that is, "enemies." . .. I 
use the term Lakota when referring only to the western branch of the Sioux people; I use 
Sioux when referring to the nation in general or to several groups of the nation (Calloway 
11). 
The late Lakota writer and scholar Vine Deloria, Jr. took a more militant position. He 
dismissed the idea that Indians came to America via the Bering Strait as something that 
"exists and existed only in the minds of scientists," and asserted that "immense political 
implications" make it difficult for people to let go of this theory. Portraying Indians as 
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"latecomers who had barely unpacked before Columbus came knocking on the door" 
allowed Europeans to brush aside Indian claims to-aboriginal occupancy based on having 
"always been here." Lakota writer Joseph Marshall III offers another perspective that 
might help readers reconcile opposing beliefs about the peopling of America, and to 
understand Native peoples' insistence that they have always been here, in the fade of 
what may seem to be weighty evidence pointing to Asian origins and Bering Straits 
migration. The original stories among many Native peoples in North America do not 
bother with when," Marshall explains. 
"Instead, many such stories deal with the obvious fact that we are here 
and have always been here. When a moment or an event happened so 
long ago that it has ceased to exist in collective memory, it then begins 
to exist - as my grandfather liked to say - on the other side of 
memory. In such an instance, always becomes a relative factor. And 
what emerges as a far more important factor is first (Calloway 18)." 
Historians often do not know quite what to make of stories and consequently dismiss 
them as myths, not appropriate or useful as historical evidence. But oral transmission of 
stories is common to all human societies and is "probably the oldest form of history 
making." They may not always provide an accurate record of what happened, but they 
do offer insights into the lives of people who told and heard them, and into how they 
recalled the past and understood change .... These narratives "erased any distinction 
between 'story; and 'history."' Although often told to children, such narratives are not 
just for children. Often, they contain a society's deepest-held values and core beliefs 
(Calloway 37). 
The first exhibitions of these objects in art galleries began relatively late in the history of 
the appreciation of"primitive art," around 1930, and it was only during the 1960s that 
professionally trained art historians began teaching Native American art in university art 
departments. For most of this period scholars and curators have seen their project as a 
two-pronged struggle, first to claim a piece of the material culture turf traditionally held 
by anthropologists, and, second, to have that turfrecognized by mainstream art historians 
as a legitimate field of inquiry (Phillips 97). 
There is a growing consensus that the classification of some Native American objects as 
"fine art" was definitively accomplished in a series of!andmark exhibitions held during 
the 1930s and 1940s (Phillips 98). 
Scholars and curators from both fields unapologetically employed western criteria in the 
evaluation of style, geme and quality, and their connoisseurship process was hampered 
by very inadequate knowledge of comparative examples. Yet their validations of Native 
American historical objects as art was significant because the ability to produce "true" 
sculpture and painting was (And continues to be) generally accepted as a sign of a 
people's overall level of cultural achievement (Phillips 98). 
The 1990s also saw a widespread attempt to globalize introductory art history surveys in 
universities, and a notable increase in the number of panels devoted to Native American 
and non-western art at professional meetings (Phillips 105). 
When the Exposition oflndian Tribal Arts opened at Grand Central Art Galleries in 
Manhattan in 1931, critics announced the "first truly American art exposition." The 
Exposition brochure described the even as the first exhibition of"Indian art as art, not
52 
ethnology," and quoted one critic's statement that "the cry for 'American' art has been 
answered." (Mullin 395) 
• The 1920s and 1930s were a period of heightened concern with representations of the
national identity as well as with the implications of mass consumption. For patrons of
Indian art, including those who sponsored the 1931 Exposition, commodity consumption
represented both problem and solution in matters of identity; part of the solution involved
recasting carefully selected commodities, produced by ethnic and racial Others, as art
(Mullin 3 95).
• Although the "art, not ethnology" slogan did indicate a slight shift of emphasis in the
discourse of evaluation - from authenticity to quality- there was no radical challenge to
anthropological authority, just as anthropological notions of culture ... (Mullin 397).
• Indian art promised connection to a distinctly American time ( as well as to an American
race). Eventually, this attachment to national and regional history, place, and race would
impede the extent to which art could be admitted to fine art circles - particularly after the
Second World War, when, as Charles Alexander argues, American cultural nationalism in
the arts gave way to a more universalistic high modernism O but it especially helped the
efforts of philanthropists who, during the 1920s and 1930s, sought to develop new, more
prestigious, and profitable markets on behalf ofindian artists (Mullin 400).
• By placing Indian handicrafts in the category of fine art, they aimed to make art
production a more economically profitable, pleasant, and respectable activity for
southwestern Indians, a means of livelihood that would enable Indians to remain in their
rural homelands and to continue to follow the rhythms of tribal calendars, observing
important occasions with ceremonial dances, of which arts patrons were frequent, and
appreciative, observers (Mullin 402).
• Conceptualized as respectful borrowing between equivalent cultures rather than as
appropriation, Douglas's show presented women's art (i.e., clothing and personal
adornment) as design inspirations that could be manipulated by modern fashion designers
to clothe the modern women (Parezo 244).
• The Indian Fashion Show was a product of Frederic Douglas's fruitful imagination. It
was developed in 1941 and presented throughout the United States eight times in 1942
before Douglas was drafted, and more than 180 times between 194 7 and his death in
1956. It consisted of fifty-three of what Douglas called "colorful, imaginative, and
ingenious" historic ensembles from thirty-five different cultures. Made between 1830 and
1950, all were part of the Denver Art Museum's collection and had been amassed by
Douglas acquired the dresses from Indians, families with pioneer ancestors, and traders
and merchants specializing in Indian art, as well as through exchanges with other
museums. The pieces were deliberately chosen to reflect Indian artistry and the breadth of
stylistic variation exhibited Native American cultures (Parezo 245).
• Douglas chose women as his tool and audience because he felt that one "generic" trait, a
common instinctual interest in pretty clothes, had universal applicability and overrode
cultural and racial distinctions .... Douglas was, however, ambivalent about fashion .... he 
saw fashion as essential but frivolous, irrational, and overly confining, something only 
those with wealth and leisure could engage in it (Parezo 246). 
• He argued that Indians used imagination in their decorative choices, mixing and
matching; jewelry was not ensemble-specific but "used day after day without any relation
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to a specific dress." Indian women thus demonstrated what Douglas considered to be 
innate good taste (Parezo 254). 
• Douglas and commentators on the show always stressed its authenticity, because this
claim was always questionable. Paradoxically, Douglas's own response to this problem­
making authenticity ambiguous and situationally fluid-is one reason the clothing was so
readily commoditized .... Yet Douglas undermined his own message of purity and 
authenticity by simultaneously stating that origin was not important .... And he was not 
above mixing cultures when required to do so in order to fill holes in the collections. 
Sioux moccasins and leggings were worn with a Crow dress. Men's moccasins were 
sometimes worn by the female runway models because Anglo-American women's feet 
were too large for indigenous women's footwear. Douglas's ideas on women mediated 
these contradictions. Since women are women the world around, he believed, the clothes 
of one group could really be the clothes of all (Paerzo 260). 
• Douglas validated his contentions by insisting that (1) gender was more fundamental than
race or culture, (2) specific fashions were situationally not culturally dependent, (3)
fashion was not the exclusive possession of elites but a right of all women, (4) a desire
for pretty clothes was a genetic constituent of women's makeup, and (5) fashion's
constituent symbols are understood and appreciated in a variety of ways. These claims
also authorized the consumer activities of wealthy socialites: it was "normal" for women
to want pretty clothes (Parezo 262).
• As Robert F. Berkhofer, Jr. says, one result of the counterculture movement was an
elevation of the Indian in the eyes of many Anglos. The Indian's connection to the land,
tradition, and community was romantically appealing to the alienated and to the ecology­
minded.
American Indians, ever the object of romantic interest ... from a 
distance .. .Iooked perfect: ecologically aware, spiritnal, 
anarchistic, drug-using, exotic, native, and wronged, the lone 
genuine holdouts against American conformity and success 
(Brand 1988: 570). 
• The intellectual and social climate in the United States was ripe for "discovering" and
embracing Indian cultures ... American society looked to Indian cultures for a means of
recapturing a genuine American heritage (Bernstein 59).
• Throughout the 1980s and 1990s the best potters have consistently been able to receive
increasing sums for their best work. Nonetheless, the price for historic pottery also
continues to escalate, and modem pottery continues to lag behind historic pottery in price
(Bernstein 61).
• The boom in Indian jewelry was related to high fashion. A national advertisement in
1968 for Estee Lauder perfume featured a woman wearing a concha belt: "It was the talk
of the traders; we were amazed because no one wore it [Indian jewelry]," yet by the end
of 1960s Navajo silver was standard fashion. The allure oflndian jewelry lay in its
boldness, exoticism, and ethnic connotations (Bernstein 63).
• Similar difficulties were articulated in the 1980s by Rozsika Parker and Griselda Pollock
(1981) in relation to the feminist revision of standard art-historical discourse. They argue
for the deconstruction of the conventional classification of art into major and minor
genres ("fine" and "applied" arts) because those hierarchies have devalued women's art
(Phillips & Steiner 5).
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Lesson Four Notes 
• Visual culture works towards a social theory of visuality, focusing on questions of what
is made visible, who sees what, how seeing, knowing and power are interrelated. It
examines the act of seeing as a product of the tensions between external images or
objects, and internal thought processes. (Hooper-Greenhill, Eilean, Museums and the
Interpretation of Visual Culture, London: Routledge, 2000, p. 14)
• There is a growing consensus that the classification of some Native American objects as
"fine art" was definitively accomplished in a series oflandmark exhibitions held during
the 1930s and 1940s (Phillips 98).
• She [Rayna Green] argues not only that these popular and commercial arts reflected
constructs of aboriginal people developed within elite academic and artistic cultures, but
also that elite writers and artists were influenced by vernacular arts. According to her
analysis, "ideas about the Indian are conveyed by whites who insist on certain aspects of
Indian personality, culture, and behavior and on certain aspects oflndian-white relations
as (1) whites at them out, (2) Indians re-enact them for whites, and (3) they are projected
on and into objects, verbal utterances, and actions associated with the Indian and with his
image (Phillips 103).
• For more than a century and a half a considerable amount of the visual creativity of
Native American has been expended in the realm of popular and commoditized art and
touristic performance. Until recently, Native participation in mainstream fine art was
impossible because of the economic and racial barriers that prevented attendance at
professional art schools. Before this period Native painters either became commercial
artists, or were classified as folk or native artist. It is, therefore, impossible to recover a
sense of the continuous Native presence in art history ifwe limit ourselves to the fine arts
(Phillips 103).
• The visual culture framework thus permits not only a more comprehensive narrative of
the history of Native art, but also one that makes more sense of the work that
contemporary artists are doing, and how this work is linked to earlier generations
working in very different formats and media (Phillips 104).
• Indian art promised connection to a distinctly American time ( as well as to an American
race). Eventually, this attachment to national and regional history, place, and race would
impede the extent to which art could be admitted to fine art circles - particularly after the
Second World War, when, as Charles Alexander argues, American cultural nationalism in
the arts gave way to a more universalistic high modernism - but it especially helped the
efforts of philanthropists who, during the 1920s and 1930s, sought to develop new, more
prestigious, and profitable markets on behalf oflndian artists (Mullin 400).
• The Indian Fashion Show was a product of Frederic Douglas's fruitful imagination. It
was developed in 1941 and presented throughout the United States eight times in 1942
before Douglas was drafted, and more than 180 times between 194 7 and his death in
1956. It consisted of fifty-three of what Douglas called "colorful, imaginative, and
ingenious" historic ensembles from thirty-five different cultures. Made between 1830 and
1950, all were part of the Denver Art Museum's collection and had been amassed by
Douglas acquired the dresses from Indians, families with pioneer ancestors, and traders
and merchants specializing in Indian art, as well as through exchanges with other
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museums. The pieces were deliberately chosen to reflect Indian artistry and the breadth of 
stylistic variation exhibited Native American cultures (Parezo 245). 
• Douglas validated his contentions by insisting that (I) gender was more fundamental than
race or culture, (2) specific fashions were situationally not culturally dependent, (3)
fashion was not the exclusive possession of elites but a right of all women, ( 4) a desire
for pretty clothes was a genetic constituent of women's makeup, and (5) fashion's
constituent symbols are understood and appreciated in a variety of ways. These claims
also authorized the consumer activities of wealthy socialites: it was "normal" for women
to want pretty clothes (Parezo 262).
• The intellectual and social climate in the United States was ripe for "discovering" and
embracing Indian cultures ... American society looked to Indian cultures for a means of
recapturing a genuine American heritage (Bernstein 59).
• Throughout the 1980s and 1990s the best potters have consistently been able to receive
increasing sums for their best work. Nonetheless, the price for historic pottery also
continues to escalate, and modern pottery continues to lag behind historic pottery in price
(Bernstein 6 I).
• The boom in Indian jewelry was related to high fashion. A national advertisement in
1968 for Estee Lauder perfume featured a woman wearing a concha belt: "It was the talk
of the traders; we were amazed because no one wore it [Indian jewelry]," yet by the end
of 1960s Navajo silver was standard fashion. The allure oflndian jewelry lay in its
boldness, exoticism, and ethnic connotations (Bernstein 63).
Lesson Five Notes 
• I begin this essay, then, with two basic premises: (I) non-native, dominant society
institutions have the stuff, specifically objects, but also access to funding, professional
expertise, and other tools to facilitate successful exhibitions; and (2) Native American
institutions have, because of their situatedness in tribal communities, the real content
necessary for successful cultural interpretation - the knowledge and perspectives of the
Native American people who are interpreted in museum exhibitions (Hoerig 62).
• Often coming to communities where extreme economic hardship left native people with
little option but to sell their valued, and frequently sacred, objects to collectors for token
sums of cash, the collectors left many communities with very little of their material
heritage in contact (63).
• Setting aside human remains and objects covered under the Native American Graves
Protection and Repatriation Act and other, similar objects that should never have been
removed from tribal communities, non-native institutions that collected native objects
over the last century and a half preserved elements of tribal heritage that native
communities may not have had the resources to preserve (Hoerig 63).
• ... dominant-society museums also tend to have much deeper resources in terms of
personnel, audiences, and access to funding than do tribal museums ... tribal staff
members typically have less professional museum training than those at non-native
museums. Generally located on tribal trust lands - reservations - that are often away
from major population centers, most tribal museums see fewer visitors than large,
nontribal institutions. (Hoerig 65).
• [The National Museum of the American Indian] has drawn vital attention to native people,
and helped to affirm the primacy of native people's voices and perspectives in the
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interpretation of their own lives and histories. Furthermore, through the NMAI, the 
Smithsonian Institution has provided valuable training and other services to native 
communities, in addition to providing access to the use of objects for loan to tribal 
museums and the museum's collections .... it is simply impossible in the space available 
to provide interpretation for all 700 distinct communities' cultural traditions that the 
museum exists to represent. ... The second shortcoming is that the NMAI, as James Lujan 
has remarked, is not really a museum/or Indians but about them (Hoerig 66). 
• There are more than 200 tribal museums operating in or near tribal lands within the
United States .... tribal communities across the continent really began opening museums 
in the I 960s and I 970s (Hoerig 67). 
• Since the repatriation movement of the 1980s and 1990s, however, museums have begun
to acknowledge their power as institutional colonizers; as a result, museum theory and
practice have made significant strides in revising the relationship between museums and
Native Americans, particularly as Native individuals have entered the arena as curators
(Cobb 334).
• During the early 1990s, the staff held dozens of community consultations at different
sites in Indian Country. At each consultation, participants voiced their ideas for the
building, landscape, and overall tone of the museum, going far beyond what was
originally asked of them (Cobb 336).
• As a result of such collaborative curation, the museum employs "nontraditional" (by
museological standards) methods of care and preservation, display, and classification,
and privileges Native conceptualizations of history and truth .... the Cultural Resource 
Center in Suitland, Maryland, one of the primary storage facilities for the massive 
collection, became the center ofNMAI' S object care and preservation efforts. Those 
efforts relied on "traditional care" techniques, which were developed by the NMAI and 
other tribal museums since NAGPRA. These techniques are based on the belief that many 
cultural objects are alive rather than inanimate and often require curators to allow them to 
"breathe" rather than suffocate in sealed plastic containers, to move or store objects so 
that they are facing a particular direction, and to provide tribal citizens with the ability to 
visit their objects and to "feed" them, often with pollen, or perform ceremonies with them 
(Cobb 340). 
• The cardinal direction markers, four large stones placed on the grounds along the north­
south and east-west aces of the site, signify the Native peoples of the Americas and were
brought from corresponding communities (Cobb 337).
• To turn the museum from an instrument of dispossession into an instrument of self­
definition, the NMAI aggressively carried forward propositions first tested in smaller trial
museums and cultural centers as well as in the Heye Center of New York, which opened
in 1994. First, the NMAI is based on the proposition that a museum-as-gathering-place or
a museum-as-cultural-center must consist of more than exhibitions. In other words, a
place that celebrates and contributes to the continuance of living cultures must make
space for living cultures. To that end, the NMAI provides a welcome wall that includes
greetings in hundreds of Native languages, a special place in the Potomac for dancing,
performing, and demonstrations, as well as designated spaces for conferences and special
programming. Furthermore, the Mitsitam Native Foods Cafe (Piscataway for "Let's eat"),
which takes up a substantial portion of the first floor, offers Native foods, prepared using
traditional techniques, from five geographic regions (Cobb 339).
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• All of these features - in particular the welcome wall, fourth museum, and restaurant -
emphasize community and hospitality, which are important Indigenous values across the
Americas, and contribute to the NMAI's mission as a place of contemporary cultural
continuance (Cobb 339).
• As a result of such collaborative curation, the museum employs "nontraditional" (by
museological standards, methods of care and preservation, display, and classification, and
privileges Native conceptualizations of history and truth .... the Cultural Resource Center 
in Suitland, Maryland, one of the primary storage facilities for the massive collection, 
became the center ofNMAI'S object care and preservation efforts. Those efforts relied 
on "traditional care" techniques, which were developed by the NMAI and other tribal 
museums since NAGPRA. These techniques are based on the belief that many cultural 
objects are alive rather than inanimate and often require curators to allow them to 
"breathe" rather than suffocate in sealed plastic containers, to move or store objects so 
that they are facing a particular direction, and to provide tribal citizens with the ability to 
visit their objects and to "feed" them, often with pollen, or perform ceremonies with them 
(Cobb 340). 
• Each exhibition is displayed on a curvilinear model, consistent with the building's overall
design. Each consists of a "spine," or center installation, developed by NMAI curators,
that offers an explanation and analysis of that exhibition's theme. The function of the
spine is to share an experience or worldview common to the Indigenous peoples of the
Americas. Eight circular, community-curated installations surround each spine. In these
installations, a specific Native nation narrates the ways its community has experienced or
understands a given theme. Thus, the combination of the spine and community-curated
installations demonstrates that the Native peoples of the Americas share some common
values, worldviews, and experiences but remain culturally distinct and diverse (Cobb
341).
• [Elizabeth] Archuleta uses this quote to describe her own interpretation of the exhibits:
"Rather than structure the exhibits in a way that guides visitors and 'teaches' them about
Indians, leading them from points A to point B to point C, museum curators structured
them like the 'many little threads; of a spider web with each strand adding to the larger
picture." She goes on to say that this organizational strategy requires visitors to "Set aside
notions they previously held about museums and Indians, 'listen' to the stories being told
in the exhibits, and trust that meaning will be made if they become involved in the
storytelling process (Cobb 350).
• Native Americans have witnessed a shift from curator-controlled presentations of the
American Indian past to a more inclusive or collaborative process, with Native people
actively involved in determining exhibition content (Lonetree 305-306).
• The first record of interest by Native Americans on starting a museum is held by the
Cherokee Indians of Georgia who, in 1826, discussed the establishment of a public
facility, but decided against it ... But the modern movement began in the middle of the
1960s. Early tribal museum and cultural center pioneers include the Malki Museum in
Banning, California, established in 1964, the Colorado River Tribes Museum in Parker,
Arizona, begun in 1969, and the U'Mista Cultural Centre in Alert Bay, British Columbia,
organized in 1971. The momentum increased until by 1981, there were approximately 40
American Indian; Inuit, and Aleut museums and cultural centers in the U.S. and Canada
that met the professional definition of a museum. In 1991, the number had expanded to
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more than 200 legally constituted organizations throughout North America (Fuller and 
Fabricus 224-225). 
• First were changing policies governing the relationship of the federal govermnent toward
Indian communities. Second were changing public attitude held by and towards all
minorities about the policies and practices of their legal rights. Expanded access to
educational opportunities was an important outcome of the civil rights struggle of the
1960s. Participation in these experiences, in turn, encouraged minorities and women to
examine their status relative to the principles of democracy and to express their different
cultures and traditions (Fuller and Fabricus 225).
• The passage oflaws such as, the Economic Opportunity Act (1964), the American
Indian-Self-Determination and Economic Assistance Act ( I 97 5), the Archaeological
Resources Protection Act (1979) and the Native American Religious Freedom Act (1978)
secured legal foundations necessary to support the philosophical underpinnings on which
Native American operated museums and cultural centers were based (Fuller and Fabricus
225-226).
• New economic programs initiated by the federal government also contributed to the
development oflndian museums. In an effort to expand employment opportunities on
reservations, the US. Department of Commerce, Economic Development Administration
offered financial support for construction of tribal cultural centers (Fuller and Fabricus
226).
• Tribal museums perform a broad range of functions in pursuit of this goal. Like their
mainstream counterparts, they collect, preserve, document, study and interpret objects,
artifacts and specimens, but they also perform a number of non-conventional museum
functions. Many have responsibilities for managing a full spectrum of cultural heritage
services including the administration of archives collections, protection of archaeological
sites and control of intellectual and physical access to tribal resources (Fuller and
Fabricus 230).
• The majority ofNative American operated museums are located west of the Mississippi
River, a fact which corresponds to the demographic patterns of American Indians (Fuller
and Fabricus 230).
• Two principles of mainstream museum operations collide with fundamental beliefs and
values of Native Americans as an object is moved out of the personal context and into the
museum environment. That process 1) changes the meaning and value of an object from
one that is subjective (determined by association with an individual owner) to one whose
meaning is relative and whose value resides in the object ( determined by generic
classification schemes); and, b) makes the object and the knowledge it possesses
accessible to the public (Fuller and Fabricus 232).
• A crucial area of need is for an expanded core of trained Indian staff .... Achieving this 
goal remains elusive. In the past, educational priorities have been directed to training 
students in areas related to health, education, and economic development. Another 
complicating factor is that students who pursue college or university degrees are often 
drawn away from employment at the tribal level to mainstream cultural institutions or to 
more lucrative fields (Fuller and Fabricus 233). 
Museum of the Plains Indian 
• Located in Browning, Montana
• Permanent exhibition gallery
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Run by the Indian Arts and Crafts Board 
Previous exhibitions have focused mainly on painting 
Adjacent to the Museum is the grounds for North American Indian Days. The Blackfeet 
Tribal Council holds this four-day event each July. It is one of the largest gatherings of 
American Indian tribes in the Northwest. Included in the festivities are dancing, games, 
sports, encampment, parade, and arts and crafts. 
A permanent exhibit presents the rich diversity of historic arts of the tribal peoples of the 
Northern Plains, and two special exhibition galleries are devoted to changing 
presentations promoting the creative works of outstanding talented contemporary Native 
American artists and craftspeople. 
A display of painted tipis can be found on the grounds during the summer season . 
A permanent exhibition presents the diversity of historic arts created by tribal peoples of 
the Northern Plains, including the Blackfeet, Crow, Northern Cheyenne, Sioux, 
Assiniboine, Arapaho, Shoshone, Nez Perce, Flathead, Chippewa, and 
Cree. Highlighting the historic exhibits is a display of the varied traditional costumes of 
Northern Plains men, women, and children, presented in complete detail on life-size 
figures. Other historic displays are devoted to numerous art forms related to the social 
and ceremonial aspects of the tribal cultures of the region. 
Previous exhibition of Jackie Parson, who learned beadwork and quillwork from her 
grandmother. In 1996, Jackie was prompted to enter a competitive art show in Great Falls, 
Montana, and won Best of Show with her entry of a traditional woman's saddle. Later on 
that same year, to her amazement, she was juried into the Northern Plains Tribal Arts 
Show in Sioux Falls, South Dakota. "During my many years of creating art, I had never 
considered myself an artist, as all of my work had been commissioned orders," Jackie 
explained. "/ use materials that coincide with the period of the piece, to ensure 
authenticity. I do believe in preserving the past to ensure the future, and I choose to do 
this through my art. "
Previous exhibition of Karen Kapi. Learned bead work at the Haskell Indian School in 
Lawrence, Kansas and has completed 178 handbags since then. Each ofKapi's handbags 
has a unique story featuring subliminal figures that are influential in the Salish tribal 
culture. 
Sioux Indian Museum 
• Located in Rapid City, South Dakota
• Part of the Journey Museum and Garden, which is set up as a journey through the history
of the Black Hills, starting with the Native American creation stories, moving into the 2.5
billion years of history in the rock record with thegeology exhibit, paleontology,
archaeology, Native American inhabitants, and concluding with the pioneers that traveled
west.
• Holographic elder who tells three stories.
• Displays an extensive array of historic clothing, horse gear, weapons, household
implements, baby carriers, toys, and contemporary arts and crafts.
• Bulk of collection from a Native American arts collector who owned a trading post on the
Rosebud Indian Reservation.
• Offers gardening and science courses to children.
• Native American Bead work: This kit provides materials, instructions and patterns on how
to bead. Price: $10/2 weeks. For grades 4-12.
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• Previous Exhibit: Diana F. Hudson - Traditional Beadwork and Design. Inspiration came
in many ways for Diana Hudson. Throughout her life she has been gifted with the talent
of drawing, as well as creating handiwork utilizing embroidery, crochet, and eventually
beadwork. Her mother was the crux of the many talents she possesses, and helped her to
develop the finer points of her craft. Hudson was motivated to venture into beadwork
during her employment at the Tipi Shop Incorporated, an arts and crafts shop formerly
located in the old Sioux Indian Museum in Halley Park, Rapid City, South Dakota. There
she learned from the artisans who brought their craftwork through studying the historic
pieces in the museum as well as researching books published about various beadwork
collections.
Akta Lakota Museum & Cultural Center 
• Opened in 1991 on the campus of St. Joseph's Indian School. The words "AktaLakota,"
meaning "to honor the people," were chosen because the museum is truly intended to
honor and preserve the rich culture of the Lakota people, the students at St. Joseph's
Indian School and for thousands who visit the museum each year.
• The Akta Lakota is housed in the former school building; an octagon shaped building
with 14,000 square feet of display space. The museum's collection features art, artifacts
and educational displays that depict the proud heritage of the Lakota people. Much of the
museum's original collection came from gifts given to St. Joseph's by alumni and
friends since the school opened in 1927. Since the museum opened, it has acquired many
new pieces and continually strives to add relevant pieces to the collection. The museum
also houses a Collector's Gallery, which gives local artists a place to display and sell
their work.
• The facility is more than a traditional museum; it is an experience that provides visitors
with a living lesson on the Native American way of life, both past and present.
• The museum tour reflects the four cardinal colors and directions:
o East - Camp Circle depicts life on the plains prior to the Euro-American contact;
exhibits explain historical relationships of tribes and bands, featuring items of
traditional cultural.
o South - Two Worlds Meet details on the arrival of Euro-American explorers,
missionaries, traders and settlers in the early 1800s.
o West - Broken Promises outlines the US government's involvement with the
Sioux, the loss of traditional lands and treaties, and maps out current reservation
lands.
o North - Continuity and Change illustrates how Native Americans adapted to their
new way of life and successfully preserved their traditions and heritage.
• The Akta Lakota Museum & Cultural Center, an educational outreach center of St.
Joseph's Indian School (Akta Lakota means to honor the people) is an educational
outreach, which strives to preserve and promote Lakota (Sioux) culture, of St. Joseph's
Indian School. The museum strives to preserve and promote!
Lesson Six Notes 
Native American History 
• Lakota (Western, Teton): Oglala, Hunkpapa, Miniconjou, Brule (Sicangu),
Blackfoot (Sihaso:i), Two Kettle, Sans Arc (Calloway 291)
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• The Dakota, popularly known as the "Sioux," fall into three dialectic groups, roughly
distinguishable by the use of d, n, or/: the Eastern dialect has "Dakota" for the tribal
name of the speaker, the central dialect substitutes "Nakota," the western dialect "Lakota.
(Lowie 8)"
• Decisions effecting tribal policies were made by experienced and mature men in council
by talking things out until they arrived at a consensus (Ewers 4).
• Warlike, nomadic, buffalo but other game as well, tipis, no crops
• Archaeological evidence of strongly fortified prehistoric villages on the Missouri in the
Dakotas indicates that intertribal warfare existed in this region centuries before the
arrival of whites. It continued for more than three decades after 1850. For thousands of
years, Indians hunted buffalo in this region, and this animal was still the staff of life for
the nomadic tribes of this area in 1850 (Ewers 23). (fought Omahas, Otos, Missouris,
Iowas, and Cheyennes)
• Through intertribal trade northward from the Southwest, the European horse reached the
Crow and Blackfoot tribes in the western park of this are before those Indians met white
men (Ewers 24).
• Weakened by smallpox epidemic in 1781 (time of colonist's arrival)
Women in Society
• Elders carefully watched over the behavior of young women, while a young man was
rather expected to philander. Feminine chastity was highly prized; it was only a virtuous
girl for when a suitor was likely to offer many houses, and certain honorific tasks at
sacred ceremonies could be executed only by a woman of irreproachable purity (Lowie
78).
• Indian women carried out male labor. They were unsheltered and frequently sought
personal goals (Albers & Medicine 38).
• In her analysis, she delineates two types of colonial image oflndian women: one was of a
pure but distant Pocahontas who was the savior of the righteous white man; the other
was of a sexually permissive "Squaw" who sold herself for economic convenience or
unrestrained passion. The first image represented the New World mother-figure who,
in her nobility, was powerful but unapproachable. Real Indian women, however, as
objects of white male sexual desires, were irreconcilable with the Pocahontas image
and thus were represented by a negative image - a Squaw living in filth and driven by
lust (Albers & Medicine 39).
• Marriages easily dissolved without any later stigma
• Similarly, among the Lakota, young women honored by the puberty ceremony known as
Isnati Awicalowampi were thereafter called Buffalo Women and accepted an honored
role among their communities which included the expectation that they would produced
fine quillwork and beadwork (Penney 119-120).
• Very little is known of stylistic developments in Plains Indian art before 1800, and
relatively few examples of these arts survive from before 1850. They indicate a close
relationship with old traditions in more eastern regions, and the role of painting,
quillwork, and featherwork as major art expressions (Thaw 128).
• The origin of quill work, she told him, came from a young man who had discovered that
his wife and son were really buffalo. Out oflove, the young man had followed his family
to their buffalo home. When he returned, he gave to the women of his community what
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he had learned during his time among his buffalo family: the knowledge of how to 
prepare buffalo hid robes and decorate them with porcupine quills (Penney 119). 
• Among a number of Plains societies, for example Sioux, Cheyenne, Arapaho, excellence
in quillwork was maintained by a guild which brought money and status (Albers &
Medicine 112).
• The ready adoption of glass beads almost everywhere in North America, and especially in
the Upper Great Lakes and on the Plains, was motivated in part by considerations of
practicality and aesthetics. For one thing, there was a limit to the availability of
porcupine quills, and for another, many more designs were possible with the tiny
glass beads than with the traditional quills. But perhaps there were subtler
considerations as well, arising out of the very high regard in which beads made of shell
had been held for centuries before the arrival of their counterparts in glass (Furst 167).
• The skins of game were more than just practical, everyday material for clothing and
shelter, for they contained some of the spirit power of the animals from which they had
been taken. In life, the skin had given the animal its form. Wearing it, or resting in its
shelter, symbolized and reinforced the constant and powerful spiritual bond between
game and the people whose survival depended on the continued generosity of animals in
surrendering their lives. Beautifying a dressed skin not only benefited its human owner
but also did honor to the spirit of the animal. Art was part of the customary, indeed
obligatory, propitiation of the slain animal to obtain its good will and prevents its wrath
and revenge (Furst 165).
Reservations 
• Over the next three years more than 8,000 Lakota gave themselves up and settled on
the Great Sioux Reservation. In 1883 the Sun Dance, the single most important
religious rite of the Lakota, was banned by decree of the Commissioner ofindian Affairs.
In 1888 Congress passed the Sioux Act which required the Lakota to sell 9 million
acres of "surplus land." The following year the federal government reduced the beef
rations at the Rosebud reservation by 2 million pounds, pushing many Sioux to the
brink of starvation as epidemics of measles, influenza, and whooping cough swept
through the reservation. It was in the midst of such depravity and mise1y that the Ghost
Dance arose (Powell 136).
• The supply of buffalo and other game was radically depleted. Facing the loss of their
livelihood, their pride, and their unbounded homeland after a series of military defeats
and treaty negotiations, the disheartened Laktoa were forced to remain within the
confines of a series of reservations in the Dakotas. They thus no longer needed the
specialized objects that supported a seasonally nomadic life style, such a transportable
and unbreakable hide bags, tipis, and large quantities of horse gear. Objects of war and
warrior societies, too, had limited use. With the overhunting of big game such as the
bison, deer, and elk, Lakota artists had difficulty procuring the materials needed to make
many of their traditional objects (Steiner 217).
• The reservation separated the Indians from their traditional means of life support and
replaced it with a system of public assistance that quickly and deliberately made the
Plains tribes dependent on the government for food, clothing, and other life necessities.
The production of traditional Indian arts for sale to white not only filled an
economic need, it- also stimulated the creation of many new types of Plains
representational images in media ranging from drawings to beadwork (Maurer 41).
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• To satisfy external demand, much of it was pictorial, a change from earlier patteni
artistic production in which representational imagery was largely made by men, ar{
women produced geometric abstractions. A beaded vest from a private collection
provides an excellent example of women's reservation-period work. The image
mounted warrior derives from the conventions of men's narrative style, here ��""'"'�u
into the difficult (and tedious) medium of beads (Maurer 52).
• The Ghost Dance was an important cultural and spiritual revivalist movement that
across the Plains in the 1880s. The leaders prophesized a world of peace, where the
ancestors and the buffalo returned and the land was rid of the white men and the changes
they had imposed on the Indian way of life. The rituals were celebrated with communal
dances in which men and women sang and danced wearing costumes painted with an
elaborate iconography of stars, birds, animals, trees, and human figures prominent in the
songs and stories of the Ghost Dance (Maurer 32-33).
• Originally American flags were given as symbols of good faith between the U.S.
army and Plains tribes after treaty negotiations
• American Indians also recognized the American flag as a symbol respected by a
strong enemy
• Captured U.S. flags were associated with bravery and power and they became a
common element in warriors' medicine bundles
• Banned religious ceremonies were allowed on the Fourth of July, causing the
American flag to be incorporated into their traditional dress
• Artists also used the flag on their ceremonial wear to make it look like they meant
no ill will towards the U.S., however, they were really using the flag as a cover to
celebrate Sioux nationalism and mock their colonizers
Opinion Changes 
• The first exhibitions of these objects in art galleries began relatively late in the history of
the appreciation of"primitive art," around 1930, and it was only during the 1960s that
professionally trained art historians began teaching Native American art in university art
departments. For most of this period scholars and curators have seen their project as a
two-pronged struggle, first to claim a piece of the material culture turf traditionally held
by anthropologists, and, second, to have that turf recognized by mainstream art historians
as a legitimate field of inquiry (Phillips 97).
• When the Exposition oflndian Tribal Arts opened at Grand Central Art Galleries in
Manhattan in 1931, critics announced the "first truly American art exposition." The
Exposition brochure described the even as the first exhibition of"Indian art as art, not
ethnology," and quoted one critic's statement that "the cry for' American' art has been
answered." (Mullin 395)
• The 1920s and 1930s were a period of heightened concern with representations of the
national identity as well as with the implications of mass consumption. For patrons of
Indian art, including those who sponsored the 1931 Exposition, commodity consumption
represented both problem and solution in matters of identity; part of the solution involved
recasting carefully selected commodities, produced by ethnic and racial Others, as art
(Mullin 395).
• Similar difficulties were articulated in the 1980s by Rozsika Parker and Griselda Pollock
(1981) in relation to the feminist revision of standard art-historical discourse. They argue
for the deconstruction of the conventional classification of art into major and minor
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genres ("fine" and "applied" arts) because those hierarchies have devalued women's art 
(Phillips & Steiner 5). 
Appropriation 
• For more than a century and a half a considerable amount of the visual creativity of
Native American has been expended in the realm of popular and commoditized art and
touristic performance. Until recently, Native participation in mainstream fine art was
impossible because of the economic and racial barriers that prevented attendance at
professional art schools. Before this period Native painters either became commercial
artists, or were classified as folk or native artist. It is, therefore, impossible to recover a
sense of the continuous Native presence in art history ifwe limit ourselves to the fine arts
(Phillips 103).
• Rather, until recently, both art historians and anthropologists have resoundingly rejected
most commoditized objects as spurious on two grounds: (I) stylistic hybridity, which
conflicts with essentialist notions of the relationship between style and culture, and (2)
their production for an external market, which conflicts with widespread ideas of
authenticity (Phillips & Steiner 9).
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